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Abstract

This thesis deals with various aspects of Thai court singing, which is now
widely found outside the court as well. Aspects include: genres; history; vocal
techniques; performance contexts; influence of speech-tones on vocal melody;
sources of vocal melody; degree of improvisation and variation; text setting; and
teaching methods.

Thai court vocal melodies that are created from £#Jopymelodies will share the
Loge tog(structural notes) with their £25opmelodies. Just as each instrumental
melody created in this way will have its own characteristics, so too will the vocal
melody. Each composer will create a different vocal melody from the same Aoy
melody according to their stylistic school and their own individual aesthetic.
Although vocal melodies are not improvised, they can still vary in performance with
the taay(style) of the singer. This thesis explores the degree to which individual
variation is possible, and the nature of that variation.

Tanese (1988) proposed melodic formulae for the way Thai court vocal
melodies are affected by the speech-tones of the lyrics. This thesis not only
examines and adds to Tanese's formulae, but also shows an application of these
formulae in the examination of metabole in songs. Word positioning has important
implications for the use of Praa(wordless vocalisation), which has its own
particular functions within a song, for example, allowing crnamentation that is free
from the constraints of speech-tones. Different c4edz(metrical levels) of Thai court
songs make use of different patterns of word positioning, and the patterns within
each c4davary according to the number of rhythmic cycles in each &3o2a(section).
The influence of the &oospoetic form isfound to be fundamental.

Oral transmission is still the mainstay of the teaching of Thai court singing.

Recent attempts at government homogenisation of teaching theory and practice are a




threat to variety of styles and approaches in contemporary singing. Future research

will be needed to assess the effect of these measures as time elapses.

it
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Note on transliteration

The following systems of consonants and vowels are derived from the work of

Mary Haas (1994), with my own modification discussed directly after their

presentation here.

Consonants

Here are a list of Roman consonants used to represent Thai letters in this thesis.

They have the usual English pronunciations with any exceptions shown in brackets,

b =

C ==

the beginning of a word
u

]

(cis pronounced as j)

ch =
d =
£ =
g =
h =

j =

DI (]

a4
W

n

]

(j is pronounced as y)

k =

(kis pronounced as the g in the word "go")

kh

1 =
m =
n =

p =

n

17 %
]
u
U

U

the end of a word

UWwWa

AIYAAL AN R

U a 99

(p is prononced as a combination of b and p; there is no English equivalent)
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ph = WA -
(ph is pronounced as p)

r = 5 -
ry = f -
oy = 91 -
S = T AW H -
t = A Q -
(tis pronounced as a combination of d and t; there is no English equivalent)
th = FNwMann -
(th is pronounced as t)

w = 2 -
Vowels

The pronunciation of vowels used in this thesis is based on the following
system, using a combination of phonetic symbols and roman letters. A double
vowel simply represents greater length (duration) rather than a change in qualityin

most cases. Examples are from British English,

a = hH like uincut

aa = p1 like arincar

i = i like iinhint

i = B like eeinmeet

y = B (no English equivalent)
yy = 02 (no English equivalent)
u = ) like vinput

w = ] like  ooinboot

e = \dr like einnet

ee = ¥] like ainlae

& = wpr like ainmare (short)
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e = wd  like ainmare (long)
0 = Tez like  oin host (short)
oo = Tp like oinhost(long)
] = \p1e like o in hot (short)
3} = pp  like oin hot (long)
E) = \pps like  einher (short)
*» = 0 like e in her (long)

Please note that the above vowels can be combined in Thai, for example, iia (| By).

Thai names that have already been romanised will be given their commonly
used spellings, e.g. Ketukaenchan (Keetukéncan) and Phibun (Phibuun), Common
place and reign names such as Bangkok and Ayutthaya are also left in their familiar
forms as used by the Royal Academy (Raadchabandidtajasathaan) of Thailand.
Names of royals follow Finestone's spellings in his 1989 book 7ZheRoyal Faardy
of Thatlaad

The Thai language s tonal. The system used to represent these speech-tonesis
again based on that of Haas (1994). It is as follows:

notone mark = mid-tone
= low-tone
= falling-tone
= high-tone
= rising-tone

See section 3.3 for further details.

My transliteration follows everyday Thai pronunciation. Some vowels in Thai
are spoken in a different way to that in which they are written; I will be seeking to
represent the spoken form, e.g. u1A" will be written as zdantzg and not admiag.
It should also be noted that consonants at the ends of words should not be

emphasised.




When transliterated Thai words begin with a vowel marked with a speech-tone,
and that word is capitalised, the speech-tone mark will be moved to the second
letter of the word. E.g. jfyaawillbecome ¥paz Also when a word beginning with

nis capitalised, Ng will be used, e.g. "Ngb Paa".
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Table of royal reigns and periods

Information taken from 7#adand: A Skhorr Historyfrom Wyatt 1984. I follow

Wyartt's spelling, which corresponds to normal English practice, rather than

romanising.

Kings of Sukhothai
(1240 - 1438)

[The Sukhothai period]

Si Intharathid

Ban Meuang

Ramkhamheng

Lo Tai

Ngua Nam Thom
Mahathammaracha I (Lu Tai)
Mahathammaracha II
Mahathammaracha III (Sai Luthai)
MahathammarachalV

W e Nk

Kings of Ayudhya
(1351 - 1767)
[The Ayutthaya period]

Ramathibodi

Ramesuan
Borommaracha

Thong Chan

Ramesvan (second reign)
Ramracha

Intharacha
Borommaracha 11

W o N AW

Borommatrailokanat

(ruling in Ayudhya)
(ruling in Phitsanulok)

71240s - ?1270s
?1270s - 21279
1283 - ¢.1317
21317 - 71347
1346 - 1347

1347 - 13742

1368 - 747 - 13987
1398 - 1419

1419 - 1438

1351 - 1369
1369 - 1370
1370 - 1388
1388

1388 - 1395
1395 - 1409
1409 - 1424
1424 - 1448

1448 - 1463
1463 - 1488




10. Borommaracha Il
(in Ayudhya)
11, Intharachall
12. Ramathibodi I
13. BorommarachaIV
14. Ratsada
15. Chairacha
16. YotFa
17. Khun Worawongsa (usurper)
18. Chakkraphat
19. Mahin
20. Maha Thammaracha
21. Naresvan
22. Ekathotsarot
23. Si Saowaphak
24. Song Tham (Intharacha)
25. Chettha
26. Athittayawong
27. Prasat Thong
30. Narai
31. Phra Phetracha
32. Sua
33. Phumintharacha (Thai Sa)
34. Borommakot
36. Suriyamarin

King of Thonburi

[The Thonburi period]

Taksin

Kings of Bangkok

Chakri Dynasty (1782 - present)
[Known as the Rattanakosin period]

1. Phra Phutthayotfa (Rama I)

1463 - 1488

1488 - 1491

1491 - 1529

1529 - 1533

1533 - 1534 (5 months)
1534 - 1547

1547 - Jun 1548

Jun - Jul 1548

Jul 1548 - Jan 1569
Jan - Aug 1569

Aug 1569 - Jun 1590
Jun 1590 - Apr 1605
Apr 1605 - Oct 1610
1610 - 16112

1610 - 11 - Dec 1628
Dec 1628 - Aug 1629
Aug - Sept 1629

Sept 1629 - Aug 1656
Oct 1656 - Jul 1688
Jul 1688 - 1703

1703 - 1709

1709 - Jan 1733

Jan 1733 - Apr 1758
May 1758 - Apr 1767

late 1767 - Apr 1782

Apr 1782 - Sept 1809

xii




2. Phraphutthalertla (Rama II)

3. Phra Nangklao (Rama III)

4. Mongkut (RamaIV)

5. Chulalongkorn (Rama V)

6. Vajiravudh (Rama VI)

7. Prajadhipok (Rama VII)

8. Ananda Mahidol (Rama VIII)

9. Bhumibol Adulyadej (RamaIX)

Sept 1809 - Jul 1824
Jul 1824 - Apr 1851
Apr 1851 - Oct 1868
Oct 1868 - Oct 1910
Oct 1910 - Nov 1925
Nov 1925 - Mar 1935
Mar 1935 - Jun 1946
Jun 1946 - present

xiii




Notes on additional systems
of reference used

Bibliography

Memorial publications, which appear on birthdays and anniversaries, and on
funeral days, are collections of writings which sometimes include pieces by the
person honoured, and sometimes don't. They honour prominent people, such as
Suntharawaathin, Kiddwan and Prasidthikun, and they will be attributed in this
thesis to the person honoured, who will be put into square brackets, for example,
[Kidtiwan].

Some books have no known editor, e.g. Amatayakul 1990, and these will be
attributed as "(no ed.)", while those with no known publisher will be shown as

"NP".

Audiography

Song examples in the text will be given a reference number; "R" for
"recording”, followed by a number in square brackets, e.g. [R1]; these can then be
easily found in the Audiography. If the examples are theoretical or come from
general knowledge, they will be marked [AM], standing for "author's memory".

Recordings made in the field will be designated (F); these include songs
recorded during private interviews, as well as those recorded from TV and radio
programmes by myself. Commercial tapes and CDs will be designated (C); these
include tapes distributed during funeral services, and "standard songs" recorded by
the Ministry of Higher Education (see Section 6.7), even though these tapes are not
really commercial in the understood sense. Unreleased recordings from the sound

archive of Chulalongkorn University will be marked (CUSA).




Introduction

0.1 Beginnings

It was late afternoon on the first day of November 1983. After I had put all the
equipment back into the cupboard, I rushed out of the physics lab trying to get to the music
club before Aacaan Carsancajarrived. ! It was my turn to unlock the door and to prepare
 some coffee and snacks for the senior teacher, I arrived at the music room oaly a few
minutes before five, putting the kettle on and trying to do the washing up. The old white
mercedes was approaching the car park, It was too late; I didn't have time to buy a new
packet of biscuits. Well, she'd have to eat the leftover ones. I could put them onto a serving
plate and that would look OK.

['went to greet Aacaan Carsancaj at the parking bay in front of the student union
building and helped her carry the rattan basket that she always used as a handbag. I gave
her my arm for climbing the steps and, in the same position, I led her to the music room.
Pii Jig, the head of the Thai music club arrived, which gave her company, so I had time to
finish the washing up and prepare coffee,

When I came back with the coffee, they were talking about the lyrics we were going to
use for the celebration marking the king's birthday on TV in two weeks time. Pii Jiyj read
the letter from the TV station telling of the planto broadcast it nationally. Aacaan Caroancaj
had chosen three songs for that year's performance, and they would be joined together to
create a suite; the lyrics had been newly written by a Thai Music Club member. My teacher
sounded excited and enthusiastic about teaching her singers. One of the songs I knew

already, but the other two I didn't.

! Aacaan Carsoncaj'sfull nameis Carsancaj Suntharawaathin. Ascaesds the Thai term for teacher, and we
generalty use first names for everybady.




More students arrived but none of the singers had turned up yet. The other teacher,
Khruu Somphor, also arrived so we started to practice the instrumental part of the song
"Thooy J5on" which Aacaan Caresncaj wanted to use to begin the suite. I played the

 cukdhie the three stringed zither, my favourite instrument. When we could remember the
song "Thoog Joon", Khruu Sémphoq taught us the other two songs: "Wéedstkam" and
"Khéeg Boorathéed".

It was half past six and more people had arvived, but there was still no sign of the
singers. Everyone finished the instrumental parts of the three songs and was eager to hear
the vocal part. Aacaan Carsancaj became more and more frustrated, and you could feel her
disapproval without even looking at her face. Pii Jig made excuses for the singers: that their
faculty was a long way from the student union, and that the lecture might have been
extended. She also suggested that we could run through the suvite without them, and asked
Aacaan Carsoncaj to sing for us. Someone had told me that she was ox'le of the best singers
inThailand.

[ felt excited, as it was going to be the first time I had heard her sing properly. (L had
only overheard her humming when she was teaching the singers, and some of her
recordings, but not live singing.) I, and the other players, did not usually pay much
attention to the singing. We just wanted to know the ending of the vocal line so we could
comeinat the right time. But thistime would be different. The singer was Aacaan
Caraancaj, the most respected singer in the whole of Thailand.

Khruu Somphoy started the first song on the ruzdad degand everybody joined him after
a few bars, and when we finished the introduction, Aacaan Caraancaj began to sing. The
first sound she sang hit me like a thunderbolt. I had never heard anyone sing this way
before. It was hard to explain. It was the combination of calmness, powerfulness and
confidence, and she held the complete attention of everybody. Every word she sang

became meaningful and this made the whole lyrics sound full of conviction. I was drawn




into her hypnotic sound from start to finish; when the instrumental part took over, 1
couldn't wait for it to end so I could hear more of her singing.

I must admit that, before that day, traditional singing had never interested me atall. I
had heard quite a few acclaimed singers since I started learning Thai music but none of -
them had impressed me. In fact, I had found it boring, and the strange voice production
and funny wordless vocalisation or_pyazhad often made me laugh. But Aacaan Carooncaj's
singing revealed the beauty of Fyasto me and the weird sounds a3 _y¥ ga3 gogetc. began
to make sense. I have to say that she opened a gate into the world of Thai singing forme. A
year later, Ileft the Faculty of Education and entered the Music Department of the Faculty
of Fine and Applied Arts.

During my second year in the music department, there was a lack of male singersin the
department. [ was persuvaded by the head of department to change my main study from the

cakheto singing. Thad no hesitation in doing this, because I had been dreaming about it
ever since that day in the music club. Best of all, they were going to send me to learn with
Aacaan Caroancaj, my favouritesinger. To begin with, Aacaan Carasncaj felt unable to
teach me, telling me that. "a singer needs an outstanding voice, and you do not have one".
Another factor not in my favour was that usually, in orderto gaina BA in vocal music,
tréining has begun in childhood. Eventually, however, she sang the song "Phamaa Héa
Thdn" for me and I made a tape recording of her voice, took it away and learnt the song by
heart. After a week, I went back to her and sang the song. She was satisfied and cautiously
accepted me, but only with the reasoning that: "although your voice is not remarkable, by
studying my singing and teaching styles and preserving them this will be of more
importance than becoming a great singer”.

Aacaan Carsencaj will be referred to by her surname of Suntharawaathin from now on,
as will other Thai teachers and academics, as Western tradition dictates. Suntharawaathin

will appear often in the text, obviously because of the large amount of direct experience




which I have of her work and teaching methods. Without this experience, this thesis would

have been almost impossible.

0.2 Scope and aims

The music described in the previous section betongs to what Thais call donsrirthay
abemr, which can be translated as "Thai classical music". This genre is also known as "Thai

court music" ( domlrir riadchasimumzig), because it was nourished and perfected during its
golden era at the royal court of bangkok. In this thesis, I will be focussing on the vocal
music of this genre, which [ will generally call "Thai court singing". Thailand also
possesses a wide variety of regional and popular vocal traditions, some of whichinteract
with Thai court singing, but I will be unable to cover these here.

Due to the near-total absence of European-language studies of Thai court singing, I
will cover a wide range of aspects. These will include the historical dimension, the
fundamentals of Thai vocal music, the lyrics and poetic forms, and the current and past
methods of teaching. Allin all, the study will, it is hoped, form a sound basis from which
further and deeper research in this field can be attempted. The information used has been
gathered from varied sources (both Thai and English), with much of it deriving from my
own experiences of learning, teaching and performing Thai singing in Thailand and, since

1991, in the UK.,

0.3 Thai vocal practices which can and cannot be defined as singing

There are four terms used to refer to the four different kinds of vocalisation: £aaa &hdl

Kua plidng, Kaaa svvadand Lsag rfogwhich could be translated respectively as: "reciting”,




"narrating”, "chanting”, and "singing".2 Each of them belongs to a particular genre and has
specific functions.

Theterm &4ibby itself in musical usage refers only to a "recitation” performed toa
sc%pﬁimmelody?'. In everyday usage, £##bmeans "to drive" or "to make things move";
therefore, we might say &Zzbrefers to the idea of "driving" words forward. The Royal
Academy of Thailand defines the term £&dbas:

A kind of uttered performance that tells stories to an uncomplicated tusne.
Because the emphasis is onthe story, the pattern of £##bmelody istherefore
unfixed. However, the audience can recognise different kinds of £#+6from the

outlines of the melodies. (RAdchabandidtajasathaan [The Royal Academy]
1997:23)

The &#dbmelodyis "unfixed" (within the melodic outline) becauseitisa "textful”
vocalisation in which the melody is subservient to the clarity of word tones and the needto
communicate a story to the audience; in other words the melody can be changed in order to
get the meaning of a word across more easily. This is also the reason why it is classed as a
recitation rather than a song, even though it might sound like the latter to Western ears, and
canbe notated with precise pitches, unlike speech. Onthe other hand, while following a
melodic outline, there is a definite feeling of metre, relating to the reading aloud of poetry.
There are three types of melodic outline: seephantbay, seeplaalaawand seephan moon.
This number of types came about originally because the main characters in the classic poem
Khunchaay Khunpheencame from the three peoples of the Thai, the Lao and the Mon.,
Theterm phigeor &aanphiggrefers to a kind of vocalisation thatis used exclusivelyin
the Thai mask plays known as &#oox. Haas (1994:369) defines this term phdgeas "to
speak the part of an actor”. The term is also used to indicate speech overdubbing for
foreign films, The function of Zwaa phige in &hooaplays is not only the speaking of the

lines of the dumb actors, but also the description of their actions. Kaaz phdagin khoon

2 The word amanpreceding these termsis merely an adjective that changes a verb into a noun.
3This is different from the term Seephua mahioorirwhich refersto entertainment music.




plays (known as Laaa phaing khoox) uses melodies, whilst &aaz phigg in filmic termsis
merely speech. Kaan phisg khoonalso requires a special kind of voice production which
emphasises x;vord pronunciation over other styles of vocalisation, through the use of

“harshness, volume and exaggeration. In most educational institutions such as music
colleges and music departmentsin universities, 4waz phiggand Kaaa khab seephaaare part
of the same course, separate and distinct from singing courses. Both genres make use of
only a few melodies, and therefore students learn examples of each melody and then apply
them to new texts by themselves. Even though most all-round singers learn the techniques
of Lz phdge; they don't usually perform it. The people who perform Lwaz phigeare
called ndg phiggor Lhon phisg, meaning nacrators. It is said that people who are trained to
specialise in &waa phdgeare unlikely to excel at singing because of the constraints imposed
on their voices and the damage to their vocal cords this can bring.

The third kind of vocalisationis &#aa svvador chanting. This includes all kinds of
religious chanting, mostly Buddhist. It is not regarded by either lay Thais or Buddhist
monks as singing. Monks are forbidden by the eighth precept of Buddhism to make music
- neither can they listen to it or gain enjoyment from it. Despite this, Buddhist chanting
makes use of many melodies known as &razrnoo) for example, sdvad thamnooy
soorvphanyid) which involve singing in parts and leads to instinctive harmonising, a practice
which comes close to most definitions of singing. This in turn leads to musicians jokingly
remarking that chanting monks are "singing their songs again". There is no fixed scale for
Thai Buddhist chanting, butit seems to adhere to poetic metre and is therefore rhythmical,
Different functions are accompanied by different rthythms and melodies, reflecting the
nature of the occasion, with different voice qualities employed also, e.g. funeral chants are
stow and sombre and low in tone.

What is left after these three quite narrow definitions 1sby far the largest type of
vocalisation, known as Laan rJog or singing, and it is into this type that Thai court singing
falls. One thing that distinguishes &aaz rogfrom the other three categories is the large




number and variety of melodies employed and the functions to which they are put. Thais
instinctively know into which category a vocalised piece belongs because of their life-long
experience of these different kinds of "performance”, and where, how and when they
occur. Another common term used for singing in general is created by inserting the term
Lhab(which we translated above as "recitation"), as in kﬂmﬁdbm{ﬁ. The term Abbis
also combined with other terms to create new expressions for singing, such as &b &lom
meaning "to build up an atmosphere", and £#26 soo(northern dialect term) meaning "to

n

sing".

0.4 Previous works

So far, there have not been many books written about Thai music in English that
include vocal music. Those written in Thai that deal with singing are usually internal
communications between native singers and musicians, excluding most of the wider
populace. Stntharawaathin (1987b,c) and Prasidthikun (1992b,¢,d), the most experienced
singers in Thailand, have both written articles about their experiences of learning and
performing songs, and of the basic theoriesinvolved, i.e. voice use, singing interpretation,
vocal techniques etc. These articles are, perhaps, the most valuable sources for Thai
singing writtenin Thai, and they awaitrevelation for a larger reading public. A translation
of Suntharawaathin's article is given in Appendix V, while some parts of Prasidthikun's
article are quoted in the main thesis. In 1998, the students of Kidtiwan, another
distinguished Thai singer, gathered articles together written about their teacher's life and
published them in a book to honour the day of her cremation. The book doesa't include

singing techniques or any theory, unlike the two sources mentioned above, but the articles

4 Another expression for singing is £4d6 fammam but itis rarely used. The term /zmzzmzmeans "poem to be
sung"; itis exclusively used for songs but not for other kinds of vocalisation, even though they ali make use
of poems in their practice




reveal a fascinating biographical insight into her life and demonstrate the close relationship
that existed between Kidtiwan and her pupils. Reference is made to this book throughout
the maintext.

In 1992, the Ministry of Higher Education gathered together "active" Thai music
teachers in Thailand in order to standardise Thai music teaching in schools and universities
and even in private lessons. As aresult, a guide for teaching Thai music (including singing)
and a school curriculum have beenintroduced 11 1995. These include songs for different
levels of attainment and competence and guidelines on presentation and technique. The
curriculum ca;ﬁe intousein May 1998, and its effectiveness would make for interesting
future study.

The standard work on Thai music in English is, perhaps, Morton's book entitled 7%

Tradttdonal Musrepublished in 1976. Having access to a large collection of Thai melodies®
enabled him to analyse the structure of Thai music extensively. This bVook provides basic
knowledge such as history, tuning system, metre, rhythm, tempo, instruments and
ensembles, modes, forms and compositional techniques, and also includes a small section
on vocal music. This work is like the trunk of a tree from which other research branches
off. Morton discussed "modulation” in Thai music and suggested the term "metabole"
instead (see Section 3.4 for a further explanation), for when a change of "pitch-level”
occurs. Pitch-level corresponds to the Western concept of key; itis talked about in detail in
Section 5.7. Metabole and pitch-level has been increasingly used amongst analysts of Thai
music.

In 1988, Tanese-Ito, a Japanese researcher, revealed some common features of vocal

melody as affected by different speech tonesin an article in the journal Musica Asiatica

S He had access to the largest collection of Thai instrumental melodies written in Western staff notation. These
were gathered together in a project under the patronage of Prince Damror and his daughter Princess
Phéadthanaaji in 1930. Senior musicians of the Fine Arts Department were gathered to play the "tobe
preserved" tunes for a group of Western-trained musicians to notate them. As aresult, more than 400 pieces
of music were notated. It should be noted that this collection has never been revealed to the public in Thailand;
the "official" copy kept inthe Fine Art Department was said to have been lost in a fire in 1960. However, a
copy of this collection, obtained by Morton, has been preserved in the library of UCLA




(1988).6 This is a valuable treatise on Thai vocal music, asthis aspect of it had never been
analysed before. She discovered that the melody of a song is changed to keep the tones of
the words correct. I have found that this practice seemsto be natvral for the singers
involved, but difficult to understand for those who are not fluent in Thai. Tanese has also
studied other basic concepts of Thai singing such as_Fpuz but, unfortunately, the work is
in Japanese. My thesis, even though doubtless repeating some parts of her Japanese work,
will have a different approach to Tanese's, since it is undertaken from the point of view of
a practitioner and an insider; it will also be in English. Moreover, recent information on
_Prug gained from Suntharawaathin and Prasidthikun will be taken into account and
discussed.

Myers-Moro's latest publication 7#a/ Mustc aad Musicians in Contemporacy Bagekok
(1993) is an anthropological approach to Thai music and saciety. Apart from elements and
classifications of the music, her book covers the social organisation of Thai musicians,
musical transmission, religious cosmology and the status of Thai musicin society. Apart
from citing very useful details of the fundamentals of Thai music, Myers-Moro discusses
some significant concepts which help the reader to gain a better understanding of Thai
musicians. For example, she explains the term 4vuay wickas the concept of "guarding
knowledge", and differentiates between prachanand prkvvad two types of music
competition. My thesis will take her work into account, and expand her discussion of these
concepts and several others,

Silkstone's unpublished thesis is the most theoretical study on Thai music yet available.
He examines how Thai musicians, in this case fiddle players, learn to improvise. He
concludes that "practitioners conceptualise formulas, organise them in memory and choose
between them ... onthe basis of a grammar of elaboration" (Silkstone 1993:248). Even
though his study is about the improvisation of instrumental music, it examines a concept

which is also significant in the creation of Thai vocal melody. His theories on the

6She a.lso1 wrote a brief article on _fpaz or wordless vocalisation in Thai singing which appeared in Koizumi
(1980:181-4)




conceptualisation of the basic instrumental melody and the idiomatic elaborationsthat ensue
can be applied to the creation of Thai singing, since both vocal and instrumental parts share
the same basic structure, although the vocal melody is a composed and not improvised
melody.

Most analysts including Morton and Silkstone confine their study to phleey probkdy
which is considered by Thai musicians also as the major genre of Thai music. The
significant song form in the phleey probkd category is one with a fixed number of
rhythmic cycles, a form that gives analysts a clear framework to examine. My work too
will use phleey probidio explain the general features of Thai vocal melody, but will also
attempt to reveal the vocal melodies of other genres such as pileey tbg/22in order to

illustrate a wider view of the subject.
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Chapter 1

The Historical Dimension

1.1 Singing during the Pre-Sukhothai, Sukhothai and Ayutthaya periods (up to 1767)

The study of the history of Thai song melodies is made more difficult by the fact that
they only ever existed in oral form; there are some old lyrics that were written down, but
the melodies were passed on through the generations by oral transmission from teacher to
pupil and from old singer to young.

Morton says that "what we know today of Thai music isin actuality only of the
nineteenth and twentieth centuries - the 'classic' or Bangkok period [which] can be
considered as a culmination of musical evolution that probably started ... inthe fourteenth
and fifteenth centuries with the rise of Ayuthaya [Ayutthaya] as the capital" (1976:1). Being
a strong power with many fierce and successful warlords allowed the Empire of Ayutthaya
to maintain a high degree of unity for nearly two hundred years (15th-17th centuries); this
provided a fertile soil in which culwres flourished.

The history of the people of present-day Thailand canin fact be traced back further than
this, to a time before the Ayutthaya period, a time when large numbers of peoples with
separate identities were scattered all over the Indochinese peninsula. Historiansidentify
Thai people as people who share a common linguistic and cultural identity known as 7z
Wyatt says "...the people who brought the core elements of the contemporary Thai identity
to what is now Thailand did not even arrive in that central portion of the Indochinese
peninsula until a thousand or so years ago.... Only over many centuries has a 'Thai’

culture, a civilisation and identity, emerged as the product of interaction between Tai and
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indigenous and immigrant cultures" (1984:1), The indigenous cultures were the Mon and
Khmer, while the immigrants were Chinese and Indians. Evidence of this interaction can be
seen by the comparison of the musical instruments used by these races, e.g. the Thai s

. ddvagwith the Chinese erfufiddle, and the Thai &ptooawith the Indian mrdaggadrom?.
However, no study has specifically revealed how the music of these cultures emerged, or
even provided concrete evidence of what the sound of their music was. Only afew pieces
of evidence from archaeological sites such as the ancient temple of Angkor Wat and other
similar finds show pictures of musical instruments being played, but the melodies being
played and, particularly, the songs being sung still lie in ancient darkness.

Theimmediate period before the Ayutthayais known as the Sukhothai (1240-1438),
the period that present Thais see as the "real" beginning of their country's history. Itis also
the period when the Thai people was the most powerful race of mainland Southeast Asia.
The study of music inthe Sukhothai period is totally reliant upon stone inscriptions ( st/

caq-(yg) which were carved during the reign of King Ramkhamhaeng (1279-98). There

are some words on them which refer to singing: sty /yyan and siiag £6:448 The term sy
can be understood as meaning "sound". Montrii Traamood (1984) thus interpreted sy
Jyvaa as meaning a sound consisting of melody and rhythm, and sz &dbas referring to
free melodic vocalisation. By interpreting these two terms in this way, Tramood related
them to present-day terms: sty [pyaawith &waa réopmeaning "singing", and suay kb
with £wan &hébmeaning "reciting”. The term /Fruz is no longer in use, but &h@bappears

in many works of literature during the later Ayutthaya period with the meaning of “tosing",
asin the phrases £#43b flamuamand &b rdog meaning literally "to sing a song", and &4#é
seeplar, meaning "to sing a sephaamelody”.

In 1352, Siam took Angkor and occupied it until 1357, There were mass deportations
of Khmer people to Thailand, including artists and high officials. In one year, 1393, ninety

7 This latter comparison was made by Yupho (1987: 39). He also said: "In India this type of drum is played
held on the lap, or suspended from straps over the shoulders when played while standing. As for the Thai
drum, it is put on a stand and played on both heads with the palms of the band and fingers" (ibid).

8 There are also other terms referring to musical instruments used for royal ceremonies.
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thousand Cambodians were transported to the Thai capital at Ayutthaya (see Sam 1988:18).
In the wars which followed, Thailand ruthlessly annexed and exploited Khmer culture, but
not without recognising its value: "when the Siamese (Thai) conquered and destroyed the
Khmers, they were themselves conquered by the beauty of the Khmer arts ... and protected
and loved and cultivated it" (Zarina 1941:285). Itis highly likely that Thai music at that
time was influenced by Khmer music. Evidence of this cultural mix can be seen in highly
respected present-day Thai songs such as "Phrd Thoog" and "Naag Naag" , names that
appear in an ancient Khmer folk tale. Phra Thoogis a prince from the land beyond the sea

~ (believed to be India) and Naay Naag is an indigenous Khmer woman. Amratisha (1998)
believes that this folk tale, which tells of the marriage between Phra Thoon and Naag Naag,
represents the marriage of the indigenous Khmer with Indian culture.

The Indians also influenced the Thais directly, through Buddhism. The Pali language
used in Buddhist chants was also used in literary works such as Mahaachaad Kham Liuay
("The great incarnation [of the Buddha]: court version") and other such "high" literary
works of the court. A poetic form, found in Pali script, known as ez gradually took over
for the creation of court literature and became extremely popular during the reign of King
Narai (1656-88). Samudthakhéod Kham Chan, a story of the Buddha, and one of the most
famous pieces of Thai classical literature used for shadow-puppet theatre, was also written
in the cheaform (liawsiiwog 1995:32). While court people used the cizform for their
literature, commoners made use of the &Losform, an indigenous form of mainland
Southeast Asia. The language used for 4Zoozpoetry was therefore of the Thai-Lao family
of languages, not the Pali. (Further discussion of these peetic forms can be found in
Chapter4.)

Thereis also a long tradition of Hindu chanted texts in Thailand, known as oogpkez
and performed by a Brahmin. An especially important textis oogkaan chéy mdam, orthe
“text for cursing water". This is performed once a year, when the army take an oath of

fealty to the king, which is reinforced by their placing of their weapons in a giant cauldron
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filled with water. The Brahmin then lays the curse upon the water saying, amongst other

things, that the weapons contained within it will turn upon and slay their owners if they
betray their king and nation. Thisis not seen as singing, but chanting from a text ( ez
‘ oogknan), but could be seen as an early form of Thai vocalisation.

The original form of the court vocal tradition can perhaps be seenin present-day folk
songs such as phleeyryya phleeychdfand even songs known as 290 lamrwhich are said
to belong to the people in the northeastern part of Thailand known as Lbox Laaw; or
"Laotians". Court and commoner music influenced each other all the tixﬁe: they shared
musical instruments, repertoires and vocal technical terms such as " yyuz” .

It was not until the 17th century that Thai songs were first preserved in written form,
with both lyrics and melodies being transcribed, and even then only by foreigners.
Gervaise's 1688 account of Siam includes a transcription of the song "Sout Chai" on two
five-line stavesin duple metre with a romanized Thai text underneath (Miller 1994:138). In
addition to this, in Simon de la Loubere's report to King Louis X1V of France (c. 1687),
there is a song transcribed in Western staff notation recording a nameless piece, not related
to any surviving piece, and known currently to Thai scholars as "Saaj Samdon" (Loubere
1969:113). Itis important to know that, even though Loubére mentioned the use of Fraz
(wordless vocalisation), both of the songs transcribed contain only a small amount of Fyaz
and thus would currently be classified as phlecyapyu tearor "full text" songs. These two
songs were also only used for entertainment purposes and performed in isolation,
According to oral tradition, many other songs from the same period, particularly those used
in plays, were not "full text" songs but contained a larger amount of fpaz; examples of
this are the songs "Chaa Pii" and "O6 Pii".

Prince Narisaranuvattiwongsa, also known as Prince Narisara, a gifted royal musician

and respected scholar, wrote in 1917 that, in the Ayutthaya period: “Thai music was




divided into three distinct types: phleeyrdog pllespmabooriand phleegpiiphéad...”
(1972:80).9 Thus:

plhleen rdon - unaccompanied songs used for narration in plays

plhlecgpliphdad - totally instrumental music, accompanying mimed actions
in plays, and for ceremonies

phleeg maboorss - songs of entertainment accompanied by a maktoarts
ensemble

So, according to his theories, only phlesy rdogand phleey makoordincluded singing.
Phleey roopcan be defined as a song without melodic accompaniment and phleapmakoorsy
can be defined as a type of song accompanied by a makoonifensemble (in the Ayutthaya
period, a malkooriensemble included the string instruments, a single blockflute, cymbals
and drums). Also phlesy rdogsongs were sung as part of plays whilst plleey makoorii
songs were sung as popular entertainments at celebrations and festivals. Phleey pliphiad
totally instrumental music, was used in plays, but also as part of ritual ceremonies such as
funerals and cremations, as well as in a select number of other Buddhist and Hindu
ceremonies. It seems, according to Prince Narisara, thatthe puphiadensemble (which
consisted of melodic percussion instruments, oboes and drums), had no singer. Instead, an
independent singer sang the p#/eey rdogsongs in alternation with the instrumental plphdad

music,

1.2 The early Rattanakosin period (1782-1851)

It is in this period that Thai historical evidence begins to be found in written form, Itis
a period when Thai music changed and adapted in isolation, before Western culture began

to exertits great influence.

9 prince Narisara did not say where his information came from, but presumably it was general knowledge
amongst the musicians of his time which had been remembered and passed on orally.
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Fiphdadensembles began to accompany phleey rdogin the reign of King Rama II
(1809-1824). This was due directly to the rise in popularity of a kind of singing called
seephaa Proof of pijphiad ensembles being used in sgpkia performances can be seen in

a poem written in this period:

LilaATe DN TUNTUHURUAD During the time of the last king [Ramal],
LENSUFmiTwne ] Kbab seepluia was lonely without the pijphdad,
ATUNE I DIANT TN S 9T Not until the reign of His current Majesty [Rama II]
3 finfizulusysun10 Were they made one in this city.

Seepli developed from an oral storytelling tradition, firstly into a poetry recitation using a
type of improvised oral poetry known as &7/20z ségppaal 1, and finally to aform of song
recitation which set this poetry to music borrowed from the phleey roogrepertoire. The next
logical progression was for a piphdadorchestrato be brought in to illustrate the narrative
action ( zdapldad, while the singer took a break. Traambod suspects that this was the point
when the singer started to become part of the pirphidscensemble (1991:15). To begin with,
the orchestra would join in at the end of the phlecy rdagsection, and then start the zdaphiad
music. But as time went on itbegan to echo and repeat the whole of the phleay roogsection
before beginning to play the zdaphizspart. Thus the singer and orchestra became more and
more entwined as their respective sections overlapped. However, it never came to the point
where the orchestra simultaneously accompanied the singer, and this was the case uatil the
late 19th century, when the first examples of synchronised vocal accompaniment began to
appear in performances of pip#dndmusic.

Singing in alternation with the orchestra is still the dominant performance style of Thai
music, although simultaneous accompaniment is tending to gain more and more popularity.

Singing in alternationis a challenging task for the singer: without any melodic

10 wontheed (1995a:61)

11 Atso known as #onsatiador "market poetry”, this was popularfoeny using the language of the common
geople, which made it accessible to a large audience. It had eight syllabies to the line (though this covid vary
y one or two syllables either way).
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accompaniment, the singer requires perfect pitch in order to keep in tune for when the
ensemble re-enters. This practice also influenced the singing practice used by masoars
ensembles in music competitions, where the singer sings in alternation with the ensemble,
Usual practice is for the singer to be accompanied by a s0o s#az sy (three-stringed
fiddle), to help keep him or her in tune. In the music competitions, the 520 s#am siayis still
present, but plays as part of the orchestra,

Another significant feature of Thai music created in the early Rattanakosin period is
known as the /#4wform. Songs composed in this form are called phlcey thiw Phleey
thew consist of three levels (or @k of melody known as sdau clidn sooy chdnand chiin
diraw; each of which share the same /dyg tdgor "structural notes” (see discussion of this
term in Chapter 5), but which are progressively shorter in length due to metric contraction.
Seeun chieta ('third level") has the longest melody, while 5707 c#eta (" second level")is half
the length of the swam clidn and chuba ditarw("firstlevel") is half the length of sdogchiin

Example 1: An example of the three levels of the same basic structural notes. The sign o

represents weak beats or ¢z and the sign + represents the strong beats or a2 The
numbers in bold are /dyg tdgor "structural notes”,

saam chin _
o + , o ..t
-5 -65-5 -4-7 65655 ——-1 -7-1 -2142 -4-2

so0g chén
o + o ..t
=5 ---5 ---124-2

chetn dizaw
o+ o0+
-555 -222

Most songs in the Ayutthaya period were in the so2y7 cAdaform with short musical phrases
and a small amount of Fyaz. Thai academics believe that these songs were first expanded

into sdam chdaform during performances of aaalén sigkrawaa.




Kaan lén sqghrawagor sdgkrawaaperformances were very popular amongst court
people in the early Rattanakosin period. They can be seen as poetic games in which each
poettriesto better his competitors in terms of the brilliance of his spontaneous

-compositions. The poem isread aloud by the poet and then handed over to a musical
ensemble which sets it to music using an appropriate existing song and then sings it to the
audience. While thisis going on, the rival poets have time to compose their answering
poems. Traamdod (1991) said that in order to give the poets enough time to compose and
refine their poems, the sdgdrawaasingers doubled the length of the existing melodies by
putting more pyaa in between the words, resulting in the swam chdaform. (See more
information on &awaxn lén sighrawaain section4.4.) Later on, these new expanded melodies
in sdam chin were performed as individual pieces outside of the ssghrswaa framework,
Later still, in reaction to this lengthening process, there appeared contracted versions of the
song melodies, so that three versions co-existed: the expanded swam cliz the original sooy
ahierrand the contracted ok dizaw The resulting combination of all three was a musical
form known as 4w The sequence of performance is determined by the length of melody
- starting with the longest one and finishing with the shortest. The sdaar cheaversion
contains the largest amount of Fpaz andthe iz disaw versionthe smallest.

Actually, the idea of combining different levelsinto one piece was not new; there had
been a similar musical form commonly practiced long before, but only as instrumental
music. This was a musical repertoire known as _ph/esy rpyay (' story suites"). Phleey ryvag
suites consist of three kinds of melody: phlecy chda("slow wne"), phlecyssopméay
(" soopmaafune") and phleeg rew('fast tone"). Phleey rPrag however, is a big enough
topic for a whole separate analysis, for which there is no space here.

So, returning to the concept of 24a#; it is common that the middle version 532y ciin
(level 2) is taken from a traditional piece from the Ayutthaya period (thoughit cazbe newly
composed), and the other two forms are the expansion and reduction of this version. But

there are also some songs that were originally in the sz cész (level 3) form and thus
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were reduced twice, the first reduction resulting in the sdoy céalevel and the second
resulting in the c4sz difaw(level 1). Inaddition to this, it should be noted that it is not
necessary that all three levels be created together nor by the same composer. The szam chin
level of the song "Sud Sagiuan" for example was composed around the 1860s, whilst the

other two levels were created by two other composersin the 20th century.

1.3 The mid-Rattanakosin period (1851-1932)

This period begins in April 1851, with the crowning of King Mongkut (RamaIV). It
was during this period that Western influence appeared, growing swiftly in Bangkok,
particularly amongst the royal courtiers. Every country in Southeast Asia was threatened by
a Western cultural invasion, and by the early twentieth century many of them had even
fallen under the political control of Western colonial powers. However, Thailand, almost
uniquely, successfully evaded direct colonial control.

In order to learn about these cultural invaders and to catch up with the ways of the
modern world, King Chulalongkorn (Rama V) sent his sons to study in the West in
countries including England, Germany and Russia. These princes not only brought back
knowledge from the modern world, but with it, Western aesthetic values and culture.

In 1891 Cawphrajaa Theewéed accompanied King Chulalongkorn to Europe and there
had the opportunity to see the Western equivalents of the Thai Zu&hoon roog(singing plays),
i.e. operas, and he liked them very much. When he came back to Thailand, he told His
Highness Prince Narisara about these plays and persvaded the prince that they should
create similar plays together. Prince Narisara was responsible for the scripts, music and
production, while Cadwphrajaa Theewéed was in charge of the costume design. All the
players were actresses already employed by Cawphrajaa Theewéed in his own private

company. Prince Narisara made use of the ensemble that he had already created in the form
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of an old-style pijphdadensemble. A theatre was built within Cawphrajaa Theewéed's

house and named rooy lakloon dpwdamban(The DypdambadTheatre). The musical style,
the ensemble and the playsthemselves were subsequently named o¥gcambarrafier the
theatre that they were performed in: phleey dygdambantor the style, piiphiad dygdamban
for the ensemble and /akkoon dfpohmbantor the plays themselves. (See also Phoonprasid
1995.)

Before this time, Thai plays or Ju&#oozhad been accompanied by an ensemble and
singers, but the actors and actresses just mimed and sometimes danced; while the music did
not always match what was being acted out. This situation was not helped by the fact thatit
1s not Thai tradition to compose new music for a play; instead, existing song melodies were
put into use. As a consequence of this, the acting often ended long before the music. Songs
used with oVedumbaaplays were, therefore, either shortened or lengthened to fit with the
action on stage. The significant feature of the /aftoon q’;g,adfzmb:mstylé was that the actors
and actresses had to themselves sing and that the music and the acting fitted seamlessly
together. Court singers of this period therefore had to learn how to perform traditional
dance and the dancers had to learn how to sing.

Singing, dancing and acting simultaneously demands a very high {evel of skill from the
performer - in fact the level of difficulty involved led to the Jakkoon d¥gdambanstyle dying
out. Today, only the phlecy dipdambanor dfedambansongs are still in use, but they are
highly prized by musicians for their consummate craftsmanship. The decline of the

e dambanstyle allowed two new styles to develop: Jakdoon rdopand lakloon phidvd The
first, Jakiroonrdog, or “singing play”, was similar to the Jakdoon a¥pdamban, but required
less dancing skill. The second, Jak#oon phivud or “speaking play”, was similartoa
traditional Westem play, and was introduced into Thai society by King Rama VI, who had
been educated in Britain since he was a young boy. Neither of these styles won widespread

popularity, and they were performed mainly for the cognoscenti of the capital city.
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1.4 Court singers

It was at the beginning of the 20th century, during the reign of King Rama VI (1910-
25), the so-called "golden era" of Thai music, that hundreds of musicians and composers
were employed by theroyal department of music, including 2 Phrafas, 6 Phrd 16 Luvag
13 Khumand 20 Afpym(Amatyakul 1989:217). These ranks or titles would be followed by
"royal names" ( sindchathinnaniam) given by the king, such as Samaansiiagpracag or
Sanphleeqsiuay amongst others. (See also Myers-Moro 1993:193-7.) The meanings of
these names reflected the ability of the musician, for example, "graceful at music" or
"brilliant at playing randad thtm". However, there were special names for composers
which implied special ability, such as "Pradidphajrd" ( pracfoimeans "to create" and phaps
means "pleasing to the ears") and "Prasaandurijasab” ( prasdazmeans "to harmonise” and

durtasibmeans "musical sound"). There were also some singers who were granted titles
such as Myyn Khab Khamwian ( &4#émeans "to sing" and &hemwianmeans "sweet
words"). Although there were more female than male singers, it should be noted that only
male musicians were given titles. The reason for this was that female musicians were
normally employed, atleast technically speaking, by the royal women, who had no official
authority.

Royal women did not just employ musicians and singers: most of them were
themselves either musicians or singers (or sometimes both), but their employees all hadto
befemale. 12 These royal women enjoyed singing so much that they became masters of
singing, for example Chao Chom Sadab!3 (a royal consort of King Rama V), M3m Can
Kunchoan.Né. Ajudthajaa (a wife of Caawphrajaa Theewéed Wogwiwad), and Mam!ivvay
Tuuansii Waorawan (a wife of Prince Naradip). Some women court singers already lived in

court circles; for example, Phajthuun Kidtiwan and Caraoncaj Sintharawaathin were

12 Female court servants were called gy Lhialdvay and when they got married and left the court they would
be &hdluuay dsammeaning “ex-court servant”

3Her full name was Mom Rajawongse Sadab Ladavalga (1891-1983); she was appointed to the rank "Chaa
Chom" by King Cinlalongkorn in 1906 (Finestone 1989:72)
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daughters of famous court musicians, and Careon Phaadthajakooson was the wife of a
court musician. However, most court singers were brought into the palace specifically to
sing and became "informal servants” to royal women; they were then named &#ie/vuay
ryyan n39gmeaning "court servants who live outside the court”.

Outsiders, men or women, who wanted to enter the court not only needed to have
musical talent but also good connections. Most musicians and singers who served royalty
had once been commoners but had had a good musical background. Some learned music
from a very young age from a famous teacher, and many were the sons or daughters of
recognised musicians. An example of this is Prasidthikun. She learnt singing from her
father and sang for his band from the age of 7 years old. Phrajaa Sanddurijaay, a court
musical instructor who was a friend of her father, considered her talented and accepted her
as a pupil. When there was a need for a child singer in the coutt of Princess Saisavali
Bhiromya!4, Phrajaa Sanddurijaay introduced Prasidthikun to the princess and she became

a court singer.,

1.5 Court composers

The earliest composer of Thai traditional music that we can trace is Khrou Mii Kheeg
(also known as Phra Pradid Phajrd). He was born at the beginning of the 1800s, in the
early Rattanakosin period (Chajseerii 1983: 152). Records of earlier composers, of the
Ayutthaya period, may have been lost during the great war between Thailand and Burma or
may merely not have existed. It should be realised that there is no tradition in Thailand of
giving any great credit or paying any undue attention to composers, and this is rue even
today, when the names of composers are well documented. The audience wants to know

what piece is being performed and who the musicians are rather than who the composer is.

14 princess Saisavali was a wife of King Rama V; she was given the title of Krom Phra Suddhasininart by
King Prajadhipok in 1926 (Finestone 1989:66)
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In addition to this, as most composers are also performers, their reputation comes from
their prowess in performance and not from their compositions, no matter how many songs
they have composed or how good these compositions are. This was also true in the past.
Khruu Mii Kh$eg, mentioned above, composed many fine pieces of music which are still
widely performed today, for example "Thajooj Ndog", "Thajooj Khameen" and "Khieg
Mboon", but the audience of that time still talked only about his excellence as a pir player
(ibid: 153). There are no other composers from the Ayutthaya period or even the very early
Rattanakosin period who are known to us. It should be noted that only the composers of
entertainment pieces were acknowledged. The composers of sacred pieces such as pi/esy
uadiphiadwere not. perhaps their compositions were dedicated anonymously to musical
gods or spirit teachers.

Furthermore, when a song is documented as being composed by someone, it is not
clear whether the composer has composed both the instrumental ( &taayg &bryyea) and the
vocal melodies ( &baay r9op or only the former. The book fuy /e &hdweay plifecy thay
("Listening to and Understanding Thai Music"), compiled by Montrii Traamdod and
Wichiian Kunlatan (1980), and perhaps the most comprehensive Thai musical treatise yet
written, gives brief histories of songs, their lyrics and their composers. Much of the
information in this book was gained through direct connections between the authors and
composers and included information that had been passed on orally for generations. Most
songs mentioned in the book have only one composer credited, and only a few songs have
acredit given for the composition of the vocal melody as well as the instrumental melody.
Presumably the authors assumed that where it is not stated, a single composer composed
both parts asis still common practice today.

It was not until 1989, when Chulalongkorn University published the book
gamaanvkrom sinlipin phileey thaf aay 192b ooy 159/ pil hig krvg rsidtanstkoosin
(Alphabetical List of Names of Thai Musicians, Song Writers and Composers of the First

200 Years of the City of Rattanakosin), that information on composers and singers was




illustrated in a clear biographical form. 15 We learn from this that most COMPOSErs Were
Lhon pliphiad( pijpldadpeople) whose speciality was melodic percussion instruments. It
has been said that to compose a song one needs to play the £430g woy jd/ and the drumsin
order to fully understand the structure of Thai music. We also learn that of the 43
composers mentioned in the book, 12 sang occasionally and most of them were able to .
sing, and that of 45 singers, only 5 composed and the rest did not. (It should be further
noted that the singers who composed only created the vocal part and not the £#Jo7 melody,
which had to be then and still has to be now created beforehand.)

Composers who lived during the second half of the {1 %th century enjoyed royal
patronage. These royal musicians and composers were employed at Krom Mahdorasdb
Luuan (The Royal Entertainment Department). When the king was pleased with their
performances or compositions, they could be granted noble ranks. For example, in 1853,
Khruu Mii Kheeg composed the song "Chaad Ciin" which pleased King Pinklao!6 so much
that he promoted him to the rank of Pr«fonly a month after he had been promoted to the
rank of Zdvag |

Not only court composers composed, it was also popular for princes and even kings to
contribute their musical compositions to the canon (with some advice from the court
composers of course), For example, King Rama Il (1767-1824) composed a piece called
"Bulan Looj Lyyan"; King Rama VII (1893-1941) composed the songs "Raatrii Pradab
Daaw" and "Khameen La-20 Oy"; Prince Narisara composed "Khameéen Sajjéog"; and
Prince Benbadhanabongse (1882-1909, also known as phre-og phed composed "Laaw
Duuag Dyyan" (see Traamdod 1980).

Amongst royals, Prince Paribatra (1881-1944) was the most prolific composer. He
started off by composing military music for Western-style bands when he was in charge of

the navy (around 1904), and graduated to the composition of traditional Thai pieces under

13 Onty included were those who were over sixty years of age or who had died before 1982 when the
researchbegan.

16K ing Pinklao shared the kingship with King Mongkut (Rama IV) during 1851-68.
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the guidance of his chief musician Caagwaarn Thlua. In 1932, he was sent into exile by the
revolutionary forces and spent the rest of his life in Bandung, Indonesia!?. He is quoted as
having said that he should thank the revolutionaries for taking away his responsibiiity to his
country and allowing him to enjoy a life of listening to, playing and composing music. He
composed Thai traditional music using the Westeni staff notation, the first composer to do
this, and by the end of his life he had composed more than 70 pieces, if you include all of
his Western-style compositions, most of which were not performed in public until
recently.

It is a fact that even great composers need musicians to perform their music in order for
it to be heard and disseminated. Luuag Pradid not only composed more than 300 pieces,
but he taught his students to play them. He became well known because he had so many
students, enough to popularise his compositions. Montrii Traam6od was the most
respected musician and composer of the Fine Arts Department (Krom Sinlapaakoon), and
he composed more than 200 pieces of traditional music. Although he did not have as many
students as Luuar) Pradid, he could arrange for the musicians of the department to perform
his compositions and thus popularise his work. Because Prince Paribatra lived so far away
from Thai musical society when he composed his music, he had to entrust his musical
compositions to Khruu Theewaa (Theewaaprasid Phaadthajakooson), his musical advisor,
to bring back to Thailand. They were kept at Phaadthajakooson House, but ironically the
in-house musicians treated them as sacred objects because of the high rank of their

composer and so did not petform them for a very long time, leading to the relative

obscurity of the works.

17The revolutionary group was Khanaraad. This happened during the reign of King Rama VII (1925-34)
when Prince Boariphdd, being the minister of Defence, was the most powerful figure after the king.




1.6 The status of Thai music since 1932

Soon after 1932, when the court tradition had declined along with the power of the
monarchy, and musicians no longer had royal support, every musician was transferred to
the Fine Arts Department (Krom Sinl4paakoon). Musicians who grew up during this new
era, therefore, were not part of the royal court. Even though there was still a king, he was
disempowered and not allowed to keep his own private ensemble. Some good musicians
did indeed enter the Fine Arts Department, but many resisted the transfer and instead
formed independent professional music groups, for example, the musicians and singers of
the Durijapraniid family in Bangkok which was similar to other groups outside the city.
These musicians had been, however, the students of the court musicians and composers
left over from the time of the absolute monarchy.

When General Phibun was in power (1938-44 and 1948-57), his government l;ried to
gain the respect of the Western powers and to build a new national identity through
nationalism. Witayasakpan writes: "Having experienced contempt as a citizenof a
‘backward' country, Phibun was determined to modernise the country so it would win the
respect of Western powers. Western culture, therefore, became [the] models [model] for
Phibun's cultural reforms" (Witayasakpan 1992:103-4), The government produced a large
number of patriotic plays using already existing traditional songsin combination with a
new style of music influenced by the West, known as phleey thay sdakon. The term sdakon
means "universal" and was meant to connote modernity, cultural sophistication and
civilised values. As aresult, even Khruu Montrii, an arch-traditionalist, had to compose a
song in the s#akoastyle when the government held a competition for a "Song for the
National Day" in 1940.

Merton documented Thai music during Phibun's period thus:

Atthistime also the new government established a Department of Fine Arts,
including a national symphony orchestra that utilizes and performs Western
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classical and semi-classical music. Western-style music has come to
predominate in the department's outdoor live performances and in television and
radio. (Morton 1976:16)

In alarger context, Phibun's policies were anti-monarchist, which led to neglect and
restrictions on all kinds of art related to the monarchy, including traditional music and
dance drama, although these were nominally preserved as part of a national heritage
(Witayasakpan 1992:130-1). Every kind of performance had to be approved by the Fine
Arts Department before being performed. Singers and other performers had to apply for a

bad sinldpin ("artist card"). The government claimed that in this way they could raise and
control the quality of performance and save "national face", Also with the excuse of
creating a national identity, the titles of songs which included the name of a foreign place or
culture (such as "Laaw" or "Khameen") had to be amended by dropping these "foreign"
words. Sadly, it was not only court culture that suffered, but folk tradition too had a hard
time surviving intact. Lower-class folk traditions, such as Jakkboozchaatct lfkeeand
puppet theatre were also abandoned, as they were thought to create a bad impression of the
state of Thai civilisation to Western visitors.

During this period, many traditional musicians and singers were so upset that they gave
up music. Some left Bangkok for their home towns because the law wasn't as effective
outside the capital and they could still play music relatively freely; even so it was a difficult
time. Luuag Pradid expressed his anger by composing the song "Séenkhamnyy" ("extreme
thought") to condemn the government. The song is still being sung nowadays, but the
original lyrics were suppressed by his daughter for reasons of personal safety (the current
lyrics are taken from the famous piece of literature Kbunchiiy Kﬁé'apﬁé’m).

After Phibun's period, Thai music began slowly to grow again. Later governments
tried to encourage people to listen to Thai music once more. Uthid Naagsawad (1923-82),
one of Luuay Pradid's students, became the producer and presenter of a TV programme

called o4fgrdo vitid né doatrss thay(' Dr Uthid introduces Thai music"), and he was voted




best TV presenter of 1972. The musicians in the programme were his daughter, his son-
in-law, his students and his friends. The music he presented on the programme was mostly
of his own or his teacher's composition. He tried to gently modernise Thai music by
making the musicians sit on chairs instead of on the floor; the singers stood in front of the
ensemble and were allowed to move their bodies in time to the rhythm instead of sitting still
inthe traditional pose reflecting modesty. These innovations did not enjoy widespread
popularity amongst singers, who generally found the movements both embarrassing and
tasteless. However, a large audience was delivered for the TV show, so it seems the
general public had no problems with this behaviour.

The larger population enjoyed non-court popular music known as phleey liye kruy
("songs of the sons of the city") and phleecy ldyg thiy (“songs of the sons of the field"),
both influenced by Western music. The phleey /dug &rupmade use of not only Western
instruments, but also the Western scale; in the early days some voice production techniques
were preserved together with traditional melodies (taken mainly from court songs), butit
hasbecome more and more like Western music, catching up with Western trends, so that
only the language remains Thai. The phlecy ldye thigis influenced by the West only inits
use of instruments; the song melodies are mainly adapted from the Thai folk style ( plecy
phvyn bdand.

Thai court music survived quietly for many years, but recently gained great attention
once more when, in 1975, the present crown princess, Princess Maha Chakri Sirindhorn,
began taking part in the activities of the Thai Classical Music Club of Chulalongkom
University. These activities include not only the university's ceremonies, but also public
events such as TV programmes and an annual performance by university students called
gaan chumnvm dontrs thif Vdommasygsaa. The princess is the official patron of this event
and still attends and plays Thai music with the students every Srear. Nowadays this kind of
musical event is popular amongst pupils of traditional music at all levels, including

secondary and primary schools all over Thailand. These school and university meetings
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help to generate new musicians and singers who will go onto make up the Thai musical
community of the country as a whole.

In the 1970s many banks such as the Bangkok Bank of Commerce took on musicians
and singersin lowly paid, unskilled positions. They had to rehearse regularly in addition to
their bank duties, and in return for their tenure, they provided the banks with a music-
making corps for use at public relations functions and official openings. Job security was
reliant on the heads of the banks, who acted as patrons, and if these were replaced, or died,
the musicians could be laid off. In addition, those musicians without banking qualifications
were vulnerable at times of economic downturn. 18

In 1981, the Thai Farmers Bank organised a court music composition contest in order
to encourage Thai musicians to produce new songs. The response from musicians was
positive, everyone was excited, and many composers put their compositions in. The
winner of this contest was one of Lﬁuag Pradid's students called Can Toowisud, ateacher
in many schools in Bangkok. Contests of this kind took place for several years and
temporarily stimulated a new generation of composers and songwriters into action before
petering out. Like all creative endeavours, the composition of Thai traditional music
requires the right climate of encouragement and reward in order to flourish. These
conditions existed in the past, but at the moment the climate cannot be said to be afertile
one for widespread creativity. Musicians will not compose new works if there is little
likelihood of them being performed in public,

In parallel, during the 1980s the government set up formal court music competitions as
a new strategy to encourage school and university students and their teachers. The
government withdrew after a few years, leaving it up to the Bangkok Bank to continue the
tradition to this day. The bank made a successful job of it, targeting it more specifically at

school children and inspiring a large and widespread entry. This has succeeded in creating

18 11 1997, for instance, ten banks were closed down because of the national financial crisis.
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anew generation of musicians, who aspire to very high standards of performance, which
rise year on year.

Since 1990, Thai music has been actively promoted in the school curriculum. Poonpit
Amatyakul, BunchOuaj Soowad and other active traditional musicians are currently still
working hard on this project. A kind of movement has been created which is a milestone in
the study of Thai music in Thailand, whereby Thai music will be taught to every school
child.

Thai court music has grown in popularity as the result of all these measures, but this
has brought its own problems. Professional jobbing musicians and singers, who make
their living from private parties and funerals, have found themselves being put out of work
by schoolchildren willing to perform either free of charge or for a very small fee. Thisisan
unforeseen consequence of the admirable zealousness amongst teachers and schools to take
their work outinto the community. Other problems may also lie ahead, including the formal
standardisation of court music, which may cause a change-of spirit at the heart of the music

itself, and this will be discussed more fully in Chapter 6.




Chapter 2

Foundation of Thai Vocal Music

2.1 Voice production

The style of voice production used in Thai court singing is noticeably different from
other styles such as pilecy phyyn bdaa(iraditional folk songs), phlecy [dyg thig(songs
for “the sons of the field"), phleey /due krug(songs for “the sons of the city”), and pileey
phob (pop songs). Of the above styles, the voice production used for phleey plyya bius |
regardless of the diversity of techniques used in different regional folk styles, is most
similar to that of the court tradition. The voice projection of these folk stylesis doneina
“held back” way. Suntharawaathin says that court song singers should feel the vibration in
their chest, while singing, in order to get a more controlled sound. This s different from,
forinstance, phleey /dyg thiyin that the sound of phleey fdye thiyis more “open” (so
less controlled). The other styles, phleey fivg &rug and phlecy plidh, are said to be singing
in the swiwray/ fiirdy (Western style),1%1.e. the voice is projected more. In addition to this, the
major feature of Thai court singing which distinguishesit from the other styles is the
rigidity of the throat and the large amount of nasality.

The question "how can they sing with such a voice?" or something similar to this is
often asked of me when people listen to Thai court singing. The answer is that the voice
has to be seen as akind of musical instrument. Learning how to produce this voice does
not seem to have been a problem amongst learners of the past. My singing teacher,

Suntharawaathin, complains that she never had any problem in teaching a student to sing

19 This refers only to the Western pop style, notthe classical one.
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with a "Thai voice" in the old days, and that the problem has occurred since the 1970s.
This was when Western-style singing began to swamp Thai culture with many kinds of
voice production that were so different from the classic way that they could not be blended
or assimilated. It is hard work for a singing teacher nowadays to teach Thai voice
production to a student since other styles, such as the ph/eey phibstyle, have such a strong
influence in society. Itoo have encountered similar problems teaching Thai people, and of
course non-Thais here in the UK and the Netherlands. Thai voice is an alien style of
singing to most people in the modern world, and the younger the student is when they
begin training, the easier itis.

Thai court singing makes great use of the throat in the production of the sound; thisis
known in Thai as /dyg &#03 literally meaning "neck ball". Prasidthikun said the right way
to sing Thai court songs is to sing “from the throat” (1992c:128). Suntharawaathin did not
use the term /dyg #4935, but mentioned the use of “neck muscles” ( &z gpya &h29) in
singing and in producing some technical effects. The term /dye &rooalso refers to some
vocal techniques which require a “flexibility” of the throat to produce: techniques such-as
&rdn (akind of vibrato) and ple erayliterally meaning "to turn over" the sound).
Nasalisation, known in Thai as suay zaasig; is another significant feature of this singing.
The singers use nasality for certain fyaz and words (see more discussion in section 2.4).
The uses of /dygkhoo and sdag aaasig seem to be the most important features talked about
during performance and tuition. The degree of openness of the mouth while singing is
another factor discussed, with different singers having different opinions on it. Generally,
though, preference is for a nearly closed-mouth technique with almost rigid lips,
particularly when singing sypaa.

It seems that most singers will sing using the highest register they can manage. The low
register is used only when the melody is higher than the top of their range so that they have
to drop down the scale. They will switch into the high register again whenever the melody

allows. Some singers say that singing in a high register is a feature of Thai court singing.
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The reason given by many singers for this is that in the past there were no microphones or
amplifiers available, and therefore the singers had to sing in a loud and high registerin
order to make their singing heard - particularly when the ensemble joined in. This theory
appears to be cotrect, as contemporary singers, who would normally sing in a high
register, will switch to alower scale when a microphone is being used, e.g. in a recording
studio. However, when singers who were recorded in the early 1900520 are listened to,
most of them sing in a very high register; perhaps this is because they were not making use
of the microphone in the same way as modern singers do, or perhaps they simply lacked
microphone technique. Some singers condemn the extreme use of a high register by saying
that such singing merely "tells the story" but cannot convey the true feeling of the lyrics,
because the vocal cords are so stretched that the voice cannot be softened. They prefer to
use the middle range of their voice and to only occasionally use the top of their range.

Additionally, Thai singers make much use of the falsetto voice to sing at the higher end
of the scale, and not just at the top end of their particular range. The falsetto voice needsto
be used appropriately: the "absolute" falsetto resultsin an unpleasant sound known in Thai
as suag phizor "the ghost voice". The preferred sound is half and half between the falsetto
and the full voice. Singers have to negotiate their way through a piece in order ta balance
the use of the two kinds of sound; such a negotiating technique is called by some singing
teachers déiz stzayor "to gain the vocal heights", 2!

It should be mentioned here that the sound of Thai singing is similar to the sound of the
pifaaf(oboe) and the 590 sdam sigfthree-stringed fiddle), and that one of these two
instruments can be used to accompany and/or to imitate vocal melodies, during a
performance. (Other instruments such as the 502 g or the £4// can be used, but only if
the pirand 592 sdam sdafare not availab le). The soo siam st/ has been used to

accompany singing in mahoorny ensembles since some time in the Ayutthaya period (14th-

20 The first known recording in Thailand was produced around 1899-1901 (Amatyakul 1997:48).
21 The first person to use this term was reportedly Thauam Prasidthikun, around 1960s.




18th century) (see Traamood 1991:8). Through performing simultaneously with the vocal
part and assisting the singers with the vocal melody, the timbre of the instrument might
have influenced the singing voice to some extent. The pirzi/can imitate the timbre of
singing or even human speech so well that it is used to mimic the voice in w#z 922, chuy
chiapd and sovad khdrvhad pir 24, For the win diog and chuy chaay melodies, the pid gy
player (orthe 500 sdam sty player in meakoori ensembles) has to observe the vocal line
closely and imitate it in as much detail as he can. Khoglaajthoog (1995) reveals performance
techniques for the g/ za/in the imitation of 4/ chway melodies, providing full details of
certain techniques which are used to imitate certain vowels and consonants. The pir ad71s
also used as the voice itself. For example, in sowvad &hdeplidd pir, the four pir players play
the instruments in the form of a conversation: making statements, replies and jokes asif
they were talking. Phrajaa Sanddurijaay (1866-1949), a master of the pir iy used the
instrument to give orders to his servants instead of speaking (see Amatyakul 1997).

As to the human voice itself, it is not formally classified. Even in a chorus, there are no
different parts for different voices, and the songs are invariably sung in unison. Division is
simply made by male and female, with no type of voice being mentioned, although people
are sometimes noticed for having an exceptionally high register. Some thinkers have
attempted to divide the Thai voice into groups based on the Western system: sz7g svugor
high voice, sizay &azgor medium voice and sy i low voice; but such ideas of
distinguishing the voice by range, are not popular amongst the singers. However, singers
always comment on voice quality, using the term 5274y o4 meaning "fine voice" to indicate
a good voice.

The concept of sz dircontains two meanings: 1) to have a very high voice or 2) to

have a loud or powerful voice. (There are also other expressions which refer to good-

22 Literally meaning“ speaking of flowers”, a section of some farewell songs where the names of flowers are
used as metaphors for emations.

23 A song used in plays to accompany “getting dressed”. The vacal melody of this song is always imitated by
the pirmasline by line.

24 An imitation of Buddhist chanting played anfour pirz/(the same number as the monks in the actual
chant). This is only performed at funerals and is rareg heard nowadays.
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quality voices, such as sz phrd meaning a voice thatis pleasing to the ear, and szay

wzaa literally meaning "sweet" voice. ) Having a good voice is always an advantage, as
Amatyakul (1992:88) tells us: "When Khruu Thtvam Prasidthikun had just entered the
royal palace [Wimaanméeg Palace]in 1909 she was the youngest singer there, butbecame
alead singer straight away because she had agood voice [ sizag dz]." Even in the present
day, singers who have better voices can get jobs more easily than others with superior
technique.

However, every singer accepts that merely having a good voiceis not enoughto make a
good performance. Sintharawaathin states that there is a minimum requirement of voice
quality, which, for a female, is the ability to reach the top note of the razdnd deg (about an
e in Western music). But she also says good singers need to know their own range and
the limits of their own ability: "Having a high voice is an advantage but won't help you to
be the best singer unless you sing with your brain" (Suntharawaathin 1987b:60). She also
praises the ability to produce well every pitch within a singer's own range. Also, having a
large repertoire is important, asis having the stamina to give extended performances. To
sum up, there has been an overall trend in Thai singing away from harshness and a high

register towards a softer tone and more use of the mid range.

2.2 Pitches and intervals

It has been widely accepted amongst scholars of Thai music that its tuning system isan
equidistant one. The first person to make the observation of equidistance was Alexander
Ellis in an appendix to his article "Onthe Musical Scales of Various Nations" (1885). Ellis
came to this conclusion with the assistance of some Thai musicians who came to England

in 1885, Panya Roongruang records that:
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In 1884, Ellis measured the pitches of Thai musical insttuments in South
Kensington Museum in London, but couldn't conclude his study because
the tuning wax had fallen from some of the instruments. In 1885 [when
there was an exhibition of Thai musical instruments and some concerts were
performed at the Royal Albert Hall over athree-month period], Ellis made
his second attempt at pitch measurement, by using musical instruments
included in the exhibition, but not the instruments that were being used for
pedforming. Therefore the data was still inaccurate and he couldn'treach
any conclusion. Eventually, Ellis managed to come up with a theory, with
the help of the ambassador, Prince Pridsadaay [?]. He even tested his theory
[of a system of seven equidistant notes] on the musicians. (Panya
Roongruang, quoted by Soowad 1998:14-5)

It should be noted that this tuning system seems to be only functionally equidistant, not
physically or acoustically so. We must distinguish functional equidistance and physical or
acoustic. The former is an emic concept which can only be examined by asking Thai
musicians and observing their behaviour, while the latter would seem to be discoverable by
precise measurement. The problem, however, is that at some level of measurement any two
performed intervals will differ, even by one cent, or a hundredth of a cent (cents are Ellis’
unit of acoustic measurement, see below). Each culture sets its own limits of whatis and is
not acceptable deviation, Musicians in some cultures may set the boundary of difference
relatively leniently, so that they truly do not notice differences of, say, ten cents or less.
Not noticing is different from noticing butignoring. With all this in mind, let us now
consider the Thai case,

According to Ellis, the interval between each note of the Thai scale is 171.428 cents;
thisis narrower than the major 2nd of the Western tempered scale (200 cents). The figures

below show the interval differences between the Thai and the Western scales. 25

do re mi fa sol la ti do
| 171.428 ] 171.428 | 171.428 | 171.428 | 171.428 | 171.428 | 171.428 |

C D E F G A B C
| 100 | 100 | 100 | 100 | 100 | 100 | 100 | 100 | 100 | 100 | 100 | 100 |

25 The Western sol-fa system is used here ta signify Thai notes (indeed, modern Thai musicians sametimes
use this system, but the intervals between these notes are of the Thai tuning system.
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In 1930 there was an attempt to preserve Thai music in a written form, and Western
notation was used for the transcription. Prince Damrong, the initiator of this work,
gathered together Thai musicians who had a wide knowledge of the traditional musical
repertoire, in order that they might "tell" the melodies to the transcribers. The song tellers
or phiv bagg phlecycame both from the Fine Arts Department and from outside it; the
transcribers, known as phow baathye phleen all worked for the Fine Arts Department as
performers of Western classical music. The leader of the transcribers was Phra Chen
Duriyanga, a German-Thai who played a very important role in establishing Western
classical music in Thailand. Phra Chen Duriyanga stated (without saying how he came to
this conclusion) that an octave in the Thai tuning system was divided into seven equally

spaced notes:

The Thai musical scale is equally divided within its octave into seven degrees of
seven full tones equidistant as regards the different pitches. (Chen Duriyanga
1961:21)

Despite the difference between the Thai and Western pitch systems, he decided to use
Western notation to record Thai music, but chose only the natural scale for his notations.
This made some sense, since Thai instruments are tuned only to seven pitches. But
modulation to a different pitch level in Thai music (unlike in Western music) keepsto the
same seven notes; this phenomenon is called metabole by foreign scholars (see Section
3.4). Due to the transcribers' tendency to hear metabole as modulation to a different "key"
in the Western sense, some accidentals including sharps, flats and naturals were included in

some passages. Phra Chen Duriyanga opined:

...from this same notation, Thai instruments may be safely played by ignoring the
accidental signs of sharps, flats and naturals placed above and below the notes,
but when Western instruments are used, these signs must be strictly observed;
although this way of rendering Thai musicis notquite in harmony with Thai tone
conception it is nevertheless quite tolerable to Thai ears .... (ibid:22)
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The transcriptions were carefully notated and double-checked by the committee. Whena
piece had been notated, it would then be played to the traditional Thai musicians, by those
with Western training, on Western instruments - for example the gz zaspart would be
played on the oboe, and the £4Jog woy fégpart would be played on the piano. Although
the Western notation system could not represent Thai pitches accurately, it served its
purpose of preservation.26 The results were reportedly acceptable to the traditional Thai
musicians involved, although it is difficult to imagine their true reaction to the Western
tunings.

Most of the transcriptions presented here use Western staff notation. Although it cannot
represent Thai singing with complete accuracy, itis the most functional written system
available in a work of this kind. The procedure of double-checking was re-enacted by
myself, taking the parts of both Western and Thai traditional musicians: a musical software
called Finale was used to enable transcription directly onto the monitor; the software then
allowed the songsto be listened toin their Western tuning and double-checked by myself
in the role of a Thai traditional singer. The musicians of 1930 must have been aware of the
discrepancies that inevitably occur when Thai music is notated using the Western system,
just as I am aware also. Of course, I have been exposed tofar more Western music culture,
but I don't think that this had any large significance for my responses.

In 1998, Bunchfuaj Scowad anonymously published a research paper entitled
"khwaam thii stiag dontrii thaj" or "The sound frequency of the notes used in the Thai
musical scale"27, which examined the traditional tuning system and attempted to create
standardised note frequencies for the Thai scale. (See Appendix I for the abstract of this
research,) By doing so, he hoped to make it easier for instruments from different

ensembles to be combined, and for performers to move from one ensemble to another; he

26 By the end of the project, 495 pieces had been transcribed. Sadly, only two pieces from this callection
have been revealed to the public: "Phleer Ryyay Hoamrong Chaaw" and "Phieen Ryyag Tham Khwan". The
others have been kept as a “secret treasure” by the Fine Arts Department.

27 sbowad did not identify himself as the researcher in the paper; he dedicated it to His Majesty the King,
with an acknowledgement written by HRH Princess Maha Chakri Sirindhorn.




also hoped that all instrument makers and ensembles would adopt this standardisation. He
measured the tunings of Thai melodic percussion instruments from different musical

groups all over Thailand, in hertz, using an electronic pitch measuring device called a Phase
Meter, Type 2977. Although the frequencies between different groups varied noticeably, he
concluded that the tuning systems they all used were in the equidistant system, thus
supporting Ellis. He came to this conclusion by concentrating solely on the randadchtim ldg
(metal low-pitched xylophone), as every ensemble used it as the basis for their tuning

procedure. Here is an example ofhis data:

Table 1: "Data from the Luuarj Pradid School (Luuaq Pradidphajrb Foundation) using a
raniiadthdm ldgwhich has been used since 1868 during the reign of King Chulalongkorn
(Rama V)". (Cents figures added by myself.)

Frequencies obtained by

Notes measuring notes played on Intenolin Cencs
the nindadthum lig
(Hertz)

fa 666.2 ,
mi 605.1 166.S
re 544.2 183.6
do 494.1 167.2
d 446.8 174.2
la 403.0 178.6
sol 364.3 174.8
fa 330.1 170.6
mi 299.0 1713
re 269.6 179.2
do 244.6 1684
d 222.2 166.2
la 200.0 182.2
sol 179.2 190.1
fa 162.6 168.3
mi 147.0 174.6
re 131.5 1929
do unmeasurable

d unmeasurable

Soowad (1998: 34)



He suggests a standard frequency of notes used in the Thai scale by using the average of
pitch A calculated from topmost A pitches onthe muadad thim /&gof all instruments
measured. (The "A" pitch, or note "1a" in Soow4d's research, is defined as the sixth metal
bar from the left asthe musician faces the instrument.) He then combined his findings into
three groups: major schools of Bangkok, average 409.9 Hz; central Thailand, average 417
Hz; and the rest of Thailand, average 414.4 Hz. This gave an overall average for the Thai A
pitch of 413.8 Hz, which he rounded up to 414 Hz.

From this research Soowad projected upwards and downwards, using the equidistant
theory to give the pitch range of every Thai musical instrument and of the singing voice.
(See the table of the full range for each musical instrument in Appendix II) This resultedin
atheoretical range for the female voice of between 154 and 615 Hz with the male voice
from 63 to 340 Hz. These figures might mislead the incautious reader: they give only the
range of notes required of male and female singers, not the range of notes thatthey can
physically reach. In practice, some male singers are capable of singing as highasaThaig',
which is about 375 Hz, and most female singers are capable of singing a Thai f", which 1s
about 679 Hz. However, it should be remembered that when singers sing at the top end of
the scale they normally use diiz szay technique where falsetto is combined with the full
voice. It should be emphasised that Soowad did not measure any actual vocal pitches; he
simply assumed that vocalists use the same equidistant scale as instrumentalists.

Thai musicians and singers have accepted for a long time that the equidistant tuning
system should be the foundation of Thai music; the musicians that Ellisinterviewed in 1885
told him as much. This knowledge has always been imposed onthem by the Thai music
authorities. In a sense, the singers are mirroring an establishment viewpoint, which gives
them more status as "fitting in" with & monolithic system of tuning. Contemporary Thai
court singers such as Sintharawaathin also seem to indicate that they also feel they aré
using an equidistant system through their use of the term 44w which means "equal”, in

their explanations of the distance between notes. But, although Thai court-music singers
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agree in theory that the tuning system is an equidistant one, the intervals they usein their
singing are not always synchronised with the equidistant system. Morton (1976:217) found
that the use of vocal pitches or tones is not in the fixed tuning system (that is, the tuning
system found on the instruments of fixed pitch). In order to find the actual intervals used in
Thai singing, I selected and examined the melodies of ten songs from different sources,
and measured the intervals in these performances. The computer software called SoundEdit
16 was used in accordance with the popular tuning machine, the Korg Acoustic Tuner.
Basically, the sound was stored in the computer, then played back in order to be measured
by the Korg machine,28

There were two reasons why a computer was needed for the analysis. The first reason
was that the computer could play the same tape with the same frequency every time (unlike
ordinary cassette players where the frequency of sound can vary). The second reason was
that SoundEdit 16 could either lengthen notes of short duration or play them continuously
in loop form without changing their frequency. With either of these two methods, most
short notes could be played for an adequate length of time for the Korg machine o
recognise their frequency except notes that are sung with strong nasality, Table 1 is an

excerpt from a working sheet where pitches were measured and converted into hertz.

28 AKorg Acoustic Tuner and SoundEdit 16 software were used because of their easy availability. Any
similar machine and software could have been substituted. Itis easier to measure Thai court singing than
Central Javanese or Western classical vacals, for example, which make heavy use of vibrato.
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Table 1: "Khdsg Khaaw", the first ten notes by Aphinjaa Chiiwakaanon

Word or pyua Pitchindicatedin Frequency (Hz)
Korg machine

a B +6 253
h&s D +2 296
e B +4 251
hd - - -

CEN| B +6 253
ne B +5 252
hd - -

aa B +5 252
hy E +9 339
192 A# -5 228

When all the sounds are converted into hertz, the intervals can be calculated by using Ellis's

formula:
C = the number of cents in the interval = (logl x 1200) + log2
where I = the ratio between the two frequencies f2 and f1

For example, the interval between the first two notes in the above table is

log [(296 + 253) x 1200] + log2 = 271 cents

(Iwill round off all intervals to the nearest cent, since humans apparently cannot
discriminate smaller differences.) The above formula is based on the Western interval
system that divides an octave into 12 semitones, and the interval between each is set as 100
cents; therefore an octave is 1200 cents.2® For Thai intervals, each of them is the result of
1200 divided by 7 multiplied by the number of intervals minus 1; e.g. the Thai 4th interval
15 (1200 + 7) x (4-1) = 514. This is illustrated by Figure 1a below:

29 The formula can also be applied using the Thai equidistant theory asits basis. The interval between Thai
notes could be set as 100 Cents, and in this case theinterval of an actave would be 700 Cents and of a
Western semitone would be 58.33 Cents. The formula would thus become:

C=(Log Ix700)+ log2
I discovered this modification during my research but didn't make use of it as the Western formula proved
ade&uate to the task. [ was later informed that Mongkal Um, a Cambodian musician and scientist, had already
made the same discovery inthe 1980s.




Figure 1a: A comparison of Thai ideal and Western tempered major scale intervalsin cents

Thai

- 2nd 3rd 4th 5th 6th 7th octave
I [ | | I I I |

cents 171 343 514 686 857 1029 1200

Westermn

- M2nd Ma3rd perf4th petf Sth Méth M7th  oct.

. { 1 [ 1 [ [ [ | | |

100 200 300 400 500 600 700 800 900 1000 1100 1200

This can also be presented as the following chart:
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Figure Ib: Thai - Western Major Scales

1200.

1100 -

550- H Thai Scale
Major Scale

450 -

350 -

2nd 3rd 4th 5Sth 6th 7th oct
INTERVALS

D.S.

Below is an example of a transcription in Western staff notation, where the pitches in hertz

have been added for ease of analysis. (See Appendix III for a full transcription.)
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Example 2: "Khfceg Khaaw" [R9], Sihimchdn cboon) sung by Aphinjaa Chiiwakaanon

0 +
1
39 hd 991) r)99 hg 99 hy 1)*9
Hz 253 296 251 - 253 252 - 252339 228 253 222
0 +
3
0o - od 0
Hz - 297 - 334 325 248 224 254 178

Although SoundEdit 16 can lengthen note duration, enabling the Korg machine to measure
the short notes, even some lengthened notes are still unmeasurable, and these are marked
by hyphens in the lower line of hertz measurements. (As mentioned previously, the
unmeasurable notes are usually those of abrief duration, including demisemiquavers and
grace notes, and notes sung with a strong nasal voice.)

Unsurprisingly, a certain variety of frequencies occurs between the same note, sung by
the same singer. Most singers seem comfortable with a few cents divergence from the
average for a given pitch. Inthe style of nibrtog the singing part is unaccompanied, and
as long as the melody does not sound obviously out of tune, and the singer can bring the
melody back in tune at the end of the section where the ensemble joins in, this level of
singing performance is quite acceptable. Usually the instrumentalists will check the vocal
melody if they suspect it has gone out of tune, and if'it really is, they will discreetly provide
the singer with a pitch from their instrument. For example the » w iu id ayercanhita
significant key softly in order to give the singer the correct pitch, or the ifeM"player can

join in with the singing part (this has to be done at certain points) and "blend" with the pitch
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that the singer is singing before the &4//player "drags" the melody back in tune with the
ensemble,

A heptatonic tuning system leaves more distance between pitches than a dodecaphonic
one (171 cents vs 100 cents), so we might expect tolerance of a wider range for each pitch,
since there is less likelihood of it being confused with a neighbouring pitch. I have used a
system of averages to calculate the frequencies used in the interval analyses, and all of the
melodies were transposed into the same pitch-level. Below is a graph of my calculated
intervals in comparison with the Western major scale and the Thai equidistant scale,

compiled from ten chosen songs (see Appendix [II).
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Figure 2: Western major, Thai performed and Thai ideal scales

iJT1 Western Major Scale
31 Thai Performed Scale
(Z1Thai Ideal Scale
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2nd 3rd 4th Sth 6th 7th oct
INTERVALS

The above chart shows that in performance Thai singers make use of a different "scale"
to the theoretical equidistant Thai scale. Itis interesting that the performed scale is closer to
the Western scale than the Thai. This might, however, be a distortion due to the practice of
taking average frequencies for notes. Another reason for the apparent closeness to the
Western scale might be to do with the fact that Thai singing accompanied by non-fixed

pitch instruments predates its accompaniment by instruments of fixed pitch (equidistant
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scale) by hundreds of years, and when singers use Western-like intervals it might be a

hangover from this earlier tradition. 30

2.3 Ppun(Wordless Vocalisation)

In Thai court music circles, the appreciation of and ability to perform _pyuz are still seen
asthe yardsticks of musical accomplishment. Competitions revolve around swaar chin
compositions which exhibit extreme use of Fyaz and this is seen as the supreme skill by
which a singer can be judged. There is a sense in which the abstract quality of fyuz canbe
seen to heighten the transmission of pure emotion to an audience, and it may thus be
compared to passages of wordless ornamentation in Western opera. But the art of pyuazis
an esoteric practice, full of mystery and beauty for the initiated, butinaccessible and remote
to much of the Thai populace.

Theterm pyaz according to a standard Thai dictionary, means "the uttering of a
word", a "pronouncement” or "speech in a pleasing voice" (Maanidcarsan 1982:1130). In
Thai music, the term is used to refer to the "wordless vocalisation” which is positioned
between sung words. The term is also used as a verb, i.e. "to yyan". Tanese (1988:181)
said "The pyaazitselfis not atechnique but is a fundamental characteristic of Thai classical
singing". Y¥pua consists of many different sounds, mainly based around g2 and py; it
does not have any linguistic meaning, but does contain aesthetic values,

Itis hard to trace the original character and usage of pyaz since Thai court singing was
a completely oral tradition. However, a very early example of its use is documented by
Loubére, who notated an example of Thai song (in what would now be called the 5oy cliin

form) from the city of Ayutthaya in 1678 (Loubere 1969:113). His notation showed a very

30 Evidence for earlier tuning systems is of course absent. But it should be noted that, for example, the &4een
mouth organ of the Laotian people of Northeast Thailand and Laos uses a basically Western diatonic tuning,

as does the mo2/aarvocal music linked with it. Similarly, theintervals of ancient Chinese music are closerto
Westernthanto Thai equidistant intervals. This does not seem likelyto reflect Westerninfluence.
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small degree of $yua in use, Present scholars of Thai music now conclude, on the basis of
the work of Loubére and Gervaise (see section 1.1) and of the study of "ancient" songs,
that are thought to have survived out of antiquity, that Thai court songs of the Ayutthaya
period and eaclier were similar to present day "wordful" phleey apva rem, inthat pPyaa
was used only as ornamentation. (I am using the term "wordful" to describe a song with no
distinct sections of wordless vocalisation, i.e. a song full of words, where the fpaz only
ever appears as part of a line of lyrics and never appears inisolation. )

Not until the end of the 18th century, when sig&rwwaa performances (" poetic
contests") became popular amongst court people, did singers expand the 509y ez form
into a double-length version by inserting more fyuz between the lyrics. During these
contests the poets would write poemsto each other, employing singers to utilise old
melodies to create songs from the newly written poems. Traamdod (1991:28) said, "in
order to give the poets enough time to compose and refine their poems, the sigkrawaa
singers doubled the length of the existing melodies by putting more pyazinbetweenthe
words - resulting in the style known at the present day as phlevy saam chin...". Since that
time, the forms of phlesy siam chin and phleey soog chin have become more fixed, and
have given birth to a further variation, the short form known as etz dizaw. Generally
speaking, the amount of Jpaadecreases from s#am chiathrough soog chimo chin diaw:
Atthe sametime different Pyaa sounds have also been created and adapted.

At the beginning of the 20th century, Phréjaa Sanddurijaay (1866-1949, also known as
Chéem Suntharawaathin) was the first person to introduce a theory ( /4¢) of Thai singing,
taking particular account of the usage and interpretation of words and pyzz. Amatyakul
(1983) claimed that Phrajaa Sanddurijaag was a "revolutionary" who abandoned the old
fashions of singing, not only to introduce new elements but to create a whole new style.
Phrajaa Sandurijaay did not leave any of his new theory in a written form. Nevertheless,
the results of his adaptations can be seen in the singing styles of his students, singers such

as Nliaw Dorijaphan, Thouam Prasidthikun and his daughter Careencaj Suntharawaathin,
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A significant factor which distinguished these singers from their contemporaries was the
frequent use of the sound 4ee in their Fyaz; this soon became common in Thai singing as
a whole.

Carooncaj Suntharawaathin, as documented by Amatyakul (1983:63), explained that

each Fyua has a particular usage; e.g. the sound s that follows the sound 4§ must be

altered into g25. She thenillustrates eight significant fyaz sounds: o2 [1BB], 4as [1 D],
v B8], goo [\4B], goo/[\u], 2[1BDz] and oy [1B]. Prasidthikun, another of
Phréjaa Sanddurijaay's students, supported a different usage, and documented seven pyaz
sounds, some of which also vary from the above: a2 [\ 0], 22/[\Bu], s [DB], 55/
[\8u], e [\BB], 4py [Bp] and 45y [#b] (Prasidthikun 1992: 133-5).

Prasidthikun was also taught singing by many other teachers, including her father Sud
Cansigsii (no dates), Mdm Sémciin (1857-1911), Mdm Maalaj (1887-1922) and Myyn
Khab Khamwaaa (no dates). Apart from mentioning the different sounds, she explains
how to sing individual gy, though not when to use them. She cites terms that refer to
singing techniques, such as g2 proof 4oof huvvaa etc. - but such terms can hardly be
understood by anyone other than her students. In fact, the definitions of some terms vary
from one student of hers to another. This is because Prasidthikun viewed these as advanced
techniques and taught or sometimes just mentioned them only to "suitable" students
(interview, Bunchduay Soowad, Sept 97). Even recently when these terms were proposed
to the Ministry of Higher Education committee for adoptionin a teaching manual (see
below), they were merely listed and not explained.

In Yoko Tanese-Ito's 1983 article on Thai vocal music, different fyaa sounds were
shown in her transcriptions, even though they were not explained in detail. She grouped
_Praasounds into types according to their melodic function: the tonal pyuz; the Fran
proper; the inserted Ppaz; and the "tail melody" (Tanese 1988:114-7). She divided these
four types into two groups: dependent and independent. Tonal pyuzare dependent onand

changeable according to the speech-tones of neighbouring words, whereas the other three
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are independent of and unchanged by neighbouring tones. The word "unchanged"” is
potentially misleading: the melody of herindependent Fyaz are merely uninfluenced by the
speech-tones but still vary from one school to another school, one singer to another singer,
one performance to another performance and one poetic form to another poetic form.
Besides, for some singers, the "tonal _;'fma" notated in Tanese's transcription can be seen
as "tail melodies" and therefore variable.

In 1992, the Ministry of Higher Education in Thailand gathered musicians and singers
together in order to set up a national standard for Thai court music in terms of song grading
and examination marking, both in performance practice and theory. As aresult, Thai court
songs are officially put into categories according to the stage of learning and the level of
examination at which they are used. A by-product of this meeting was a list of pPyuz
sounds which students have to learn, including some guides to their pronunciation (see
Appendix VIII). According to this, there are twelve Fyzz sounds used for Thai court
singing: &8 8% ¥ p¥ 955 & 4aa 4w Ly 49 sop-soand sep-sof

In fact, the above list can be simplified, as only two vowels and three consonants are
used to create pyaa: the vowels are a0 and py; and the consonants are 4 7 and
Prasidthikun (1992:133) said that the sound & is the mzée.suzay(literally “ the mother
sound”) or szay éeg(“the first sound”), and is a basic sound that a singer needs to learn
before anf other. The other ypazare only variations on svand py; are favoured in specific

melodic contexts.
2.4 Speech-tones and pyaz
During my singing lessons with Stntharawaathin and Kidtiwan, both teachers often

corrected some of my oosounds, stating that they were to be sung with a low tone, nota

mid tone, This is probably why most singers use tone marks, normally used with words,




to indicate speech-tones for semantically meaningless j'FHtfsounds in their singing
notebooks, and so remind themselves of what they need to do.

Therefore, in my transcriptions of vocal melody, tone marks are used for"?«/7sounds
too. However, only three tones are needed (instead of five as in speech-tones): mid (no

mark), low (') and high ('), asin Example 3 below.

Example 3: Showing tone marks used in “paflsounds

0o +
0o +
3
— h V"... \%A
w— « S | = R——
a-a lg/ rjaa aa aa hd aarj jjaa

This is to keep the transcriptions as close as possible to the singers' notating of the yyan

sounds in their notebooks; for example, the above melody can be written as:
103... IDD 10>J MB 1B3133 BIVN3 IB3 130 133... 0 M3
133 IDDI3"3 M3
or
aa... hda aarjrjaahd-aa hy-rjdahaa da aa... hy rjaa [aa] aa-hd-arj rjaa
Some singers might also use rising tones in their notebook, particularly for the ending
sound "«"when the melody goes up, i.e. 1aa (<%), and despite the fact that the sound

ends in 4 fi So, in this thesis, these rising-tone “FHtfwill be transcribed as a mid-tone note
followed by a high-tone one, e.g. 3?4 Aysmoe rising-tone “Va/zalways make use of

multi-notes consisting of mid and high tones as in Example 4 below.



Example 4: A melody which some siegers might notate as $97;99%9-< but which my
transcription will present as 99/79999 95 b y

0 +
29

Sa haa "a a - a - ] h£

The falling tone has never been used to represent an* *rfsound, however, even though

combinations of notes can sound like falling tones. This is a fruitful issue for future

investigation and research.

2.5 A grammar of j*azzsounds and their common usages

The production of the sound 9975 similar to the British English pronunciation of the
"er' in "her'". As stated earlier, the yyar 99is used as the main sound in Thai singing. The
sound <Xshould be sung with the mouth half open and the throat kept still. It can be used
independently, or in combination with the consonants 4 7/and 5. 7799 j99 <}<?and ijo9.

The sound 9975 used to begin songs (only songs that begin with yyarnoi course)3l, for
example, "KhS$cg Khaaw" ssivimcmi~, "Khtegmoon" (siuim cnr ete. (see Appendix VI).
Itis also used to begin "musical phrases" ( »rg within a song. Example 5 shows an
instance of the sound “presented here as alow tone 9~ that begins the phrase in bar 28

(the underlined part).

31 Equally, many songs begin with words, for example "Phajaa Sdog" (siamchart) and '"Khteg Padtaanii"
(soogc/ikrf) as shown in Appendix VL



Example 5:" KhSegmoon" [R11], swim chM sung by Suntharawaathin (lyrics are in bold)

27

ir

%

jjaa- m  ph&g yy da haa da  haada

hfr phdnyyphii-an ..

In theory, the musical phrases are separated from each other by breathing places,
although it is not necessary that each phrase be sung in one breath (as in the above example
where the underlined part is one phrase, but the singer still breathes in the middle of’it). It
should be noted that a musical phrase can either begin with yyiw and end with a word, or
contain only yyan (it is veiy rare for one to begin with a word and end with yya
Suntharawaathin always pointed out to her pupils the correct breathing places which divide
a song into phrases, but she also mentioned alternative breathing places for the pupils with
poor breath control. She always warned that breathing in the wrong places can destroy the
continuity of melody which is the beauty of the song.32 It should be noted that although
most singers agree that the concept of phrasing is important for singing, some
conceptualise these musical phrases differently, 1. e. with different start and end points.
Some singers also deliberately do not breathe at a particular point and link two phrases
together in order to show their control.

The concept of musical phrasing in vocal music is slightly different from instrumental
music. Inthe prdbkdjrepertoire, for example, the conceptual unit of instrumental music is

marked by a rhythmic cycle (‘naachiidfwhich can also be subdivided into two equal

321 have also come across singers whose breathing places are random or inconsistent. Obviously, such
singers are not aware of the importance of musical phrasing to the end result.
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"sentences" (pmjdog), and further subdivided into four phrases (

each phrase ends on

the cAstfbeat, and the next note afterthe chdbnote will be the beginning ofthe next phrase

(Ex. 6a).

Example 6a: "Tdn Phleer) Chiij", saam chtin, cboon\, ./bfcta*melody (taken from what was
originally a numerical notation in Chajsaarii 1993:27). (+) marks the mostimportant /Oug

rtgvr structural note, which falls atthe end of arhythmic cycle33

wiigl
13
FN m F T_ l,_ 1 o o
1 ‘
> WﬂgZ
15
------------- M___ .
m rfoJg
1
m J q
> witlg4-

G

17

33 This symbol will be used throughout the thesis to mean the same thing



The beginning of a vocal phrase can either fall onthe chi/)beat or start just after the
(441"beat, but its end can be past the nominal end point fractionally, as long as it finishes
before the next chigbeat (Ex. 6b). Notice that in bars 9 and 13, where the strong melodic
note (/tiugtdg) onbeat 1of the instrumental part is C, the vocal part arrives on C a bit later;

the same is true for the F of bar 17.

Example 6b: T6n Phleer| Chii) [R29], smm ch&n [h6on\ ,vocal melody

+) 0

11

s fn £3

13

wtigl

()

17
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To return to “F 27/sounds. The sound <*%tthe beginning of a phrase will be changed
into “wwhen it is ornamented by a preceding higher note which is sung as the sound %y
(This hfr-noa sound can also be used at other points in the melody, as in Example 2.) In
Example 7, after the words phnisorj/”rwhere the preceding phrase ends, the following

phrase begins with hy/pa

Example 7: "Kh"egmoon" [R11], Siuim chM sung by Caroancaj Suntharawaathin

[o] +
23
PT
. phr&- soi) Ifc-g yy hy qao oa h”aaq
ja- a
0o +
27
qaa- m VY

To signal the end of anyyansection - just before the worded part begins - a mid-tone
<?"sound is employed (a rising-tone variation can also be used, which would have the
sound 9dj-hfi as discussed earlier). The mid-tone sound sometimes appears in the form of
A?when it 1s sung on the same pitch as the note before (which has to be changed from
into as in the above example. It should be noted here that the word 99/ (whose
meaning, if any, has been lost through time) is used in poetry to indicate the end of a stanza

- this is perhaps because poetry in the oral tradition was always intended primarily to be



sung, and so there would be a cross-over. The sound «?"or is often followed by a

A **gsua/prtail melody where the sound )y&nA its variations are employed (Ex. 8).

Example 8: "Khdeg Khaaw" [R9], smmchM bar5-7

haoa da a-a aa aa- j yyhy y”y y-y lo- q k&b

(A tail melody can also be added to the end of a word in order to create its proper tone; see
section 3.3.) Apart from being situated before a worded section, the sound jj/is also used

to end the "“FHtfonly" sections:

Example9: "Khdegmoon" [RI11]

h*rjaa a da a-a IW qaa- j htyy
[tail melody]
aa hda a da aahdaa aa- j vy yy hyy

[— tail melody— ]

The sound  pronounced with an almost closed mouth, is an "unclear" sound (see
Appendix VIII for a guide to pronunciation). It is used for tail melodies, but has other
purposes as well. In songs where a sad feeling is required, some singers choose to use yy
(together with certain accepted techniques) to replace some “sounds in order to convey
this sadness. (See section 5.8 for a discussion of phleefichtyoojQ ¢ songs for sorrowful
journeys.) The “FFsound (and its variations) is also used by some singers to create a

Laotian accent. Examples of this can be seen in the song "Laaw Caroansii" (Ex. 10):



Example 10: "Laaw Caraansn" [AM] (soogchdg (Jb6on2, cagwd 3), common version
together with Suntharawaathin's version with a Laotian accent

common melody a- a hfa aa aa £a a- a- j

Laotian accent hy- vy hfy vy yy yy hy-y

The sound Aa?is used as a softening device and is pronounced with a slight nasality
and less forcefulness than the other yynn. Suntharawaathin said that this sound had not
been used much until the beginning of the 20th century, the period when Phr&jaa
Sanbdurijaaq (her father) developed Thai singing and passed it on to his pupils (personal
communication during 1986-87). Before this development the sound only existed in the
technique known asyyaa siuim sutupx three-sound yyun where the melody descends as

in Example 11.

Example 11: Yyaasaam sung

h5o0 D39

Phr£jaa Sanbdurijaaq took this sound to use in melodies where "too many" «X&sounds were

present in order to create a variation of sounds, as in Example 12.

Example 12: "KhameenSajjdog" [AM], saam chda, choon2”from an orally transmitted
late 19th century court version, and compared with the common contemporary version

333 33 33 3 33 33 h5s33q gssj  (old style)

c3 h33 33 93 33 hds 33  h5s 33q qssj (new style)
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Students of Phr&jaa Sanddurijaarj therefore learned to put Aa?in their singing, and this style
has had a big influence on all singers up to the present day. But this sound is usually
separated by other sounds and almost never appears on successive notes of a melody.
However, having said that, Suntharawaathin alone does make great use of this sound in her

singing, thus breaking the norm and making it part of her individual style (e.g., Ex. 13).

Example 13: "Phr&jaa Sdog" [R25] ('saam cMt$ sung by Suntharawaathin

r6o- n 99 h699 hy {99 haa hda ada

The sound >ta?also appears in a shorter form in a technique known as kA riin” shivering"),
where a grace note is employed between two notes of the same pitch. The grace note in the

khriintechnique is always one note higher than the other two (Ex. 14).

Example 14: Khnin

99 22

In a similar technique where the grace note is one pitch lower than the other two, the
sound 4 the short form of %9 will be employed instead; this technique is known as knubdb

literally meaning "touching" (Ex. 15).

Example 15: Knubdb



The sound 9is alsoused int  yyua smm sling technique mentioned above (Ex. 11).

As already mentioned, when two successive notes are sung on the same pitch, the first
one will be an <<?sound and the second a g"a The first sound <@will appear in short
formi.e. dg-gd or as jg-g& fd itis at the end of a phrase. Both the pg-gp“and "g-gjd;j
sounds can be stretched into 9g-g99-99-"¢ (in the middle of a phrase) or ag-gte-zz-ddj

(atthe end of a phrase) when the melodic sequence is descending as in Example 16 below.

Example 16: "Bhlan" [AM], snamcbdn cblon 1, cngwdi, Suntharawaathin's version

03 h*ipo 33-q q6-3 odd j
The sound <X<caneither be sung alone, or have the sound ./*attached toit:

Example 17: ./"contrasted with /a j

3- 3- j 3- 3 j hy

Both Prasidthikun and Suntharawaathin consider these two “mwas different sounds, even
though their usages within a melody are almost indistinguishable. Both sounds are used at
the end of musical phrases, but the sound 7.7 is brief while the sound <X¢with jfrjxanbe
prolonged.

It should be realised that although the basic grammar of"yyunhas been covered, some
exceptions may still occur. Also I have not yet analysed some possible tendencies with
regard to relative pitch. Itis a huge subject. Yyun has developed from purely functional
origins into a complicated and sophisticated art form, embodying the cultural values of the
cognoscenti of Thailand, Laos and Cambodia. It is seen to have a beauty of its own,

although this would appear to be true only for the initiated - people not familiar with Thai
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court music find the phenomenon both baffling and tedious. This wide-scale unfamiliarity
probably reflects a cultural and aesthetic shift in Thai sensibilities, brought about by

exposure to Western music and pop culture.
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Chapter 3

Lyrics and Speech-tones

3.1 Sources for lyrics

There are two kinds of lyrics ( 400 rdog employed in Thai songs: one kind is the
already existing, and the other is the newly written. Both can make use of either newly
composed melodies or traditional melodies (the latter of which either already have lyrics
attached to them which are thenreplaced, or are lyric-less). Both also require a vocal
melody to which the lyrics can be set. Already existing lyrics are normally taken from three
sources of literature: sdg&rawaapoems ( 60d sdghrawad, classical plays ( bodlakhoon and
seephaspoems ( 500 seephas. Lyrics taken from $0d sdghrsiwaa and those from classical
drama have already been set to tunes, while seephaapoems are recited on a single melody
called thamazogseephaawhich, for singers, is not considered a song. Newly written ly_rics
are written for a variety of reasons, as would be expected, including the marking of special
occasions in Thai society.

Lyricstaken from classical plays, especially the play Zzaw; are the most popular choice
for composers. Sometimes they just take famous lines for a song, or they may take a whole
episode to create a suite which requires a number of songs (this is called b rypay). Seepha
poems were originally created for impromptu recitations inspired by popular oral tales. The

most popular story for séephaa poems was Khthchday Khtupheea The poems were

remembered and performed over and over for a long time before being written down. This

allowed 600 sesphas tobe varied from one reciter ( &4on &b séephas to another. From

the beginning of the 18th century séephaa poems were collected and written down on
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many occasions, often taking different forms as a reflection of the oral variations. (Note
that only the lyrics were written down until very recently.) Lyrics from sdgkrzwaapoems
are those composed during sgedrwwaaperformances, where the impromptu poem texts

were sung and then preserved in written form. The Royal Academy of Thailand wrote that:

During the period that sqg&rawaaperformance was popular [around the 18th
century], every group of musicians (so called woy sigkrawas) employed witty
and sharp-tongued poets for this poetic-game. Apart from the poets, composers
were also employed in order to compose new pieces of music for the competition.
As aresult, many pieces were composed and lyrics written, and many of them are
still performed inthe present day. (Raadchabandidtajasathaan [Royal Academy]
1997:159)

The stories which inspired #0¢ sdgkrawaa were usually based on famous folk tales or
established dramas, such as Jzawand Say 74207 However, the number of lyrics taken
from b0d siekrawasis smaller than that from original classical drama or from seepbaa
poems.

Choosing the perfect lyrics for a song is not only a kind of competition amongst
different singers and music groups, but is also a kind of device which the singers use to
identify themselves. For example, singers of the Phaadthajakooson school will only use
certain lines from the seephaa poem Khvnchiay Khvnpheed to sing the song
"Khéegmoon Baay Khunphrom" and will never use any other lyrics for this particular
song.

Turning to newly written lyrics, some are written especially for newly composed
melodies. If a composer cannot find an appropriate poem from any of the old plays, or if he
or she wants to express new feelings, a new set of lyrics will be written. Examples of this
are the songs "Khaméen Sajjoog" and "Laaw Duuvag Dyyan".

Lyrics are also newly written to mark speciai occasions, such as an anniversary ora
birthday celebration. This tradition of poetic celebrationis very popular in Thai society. For

instance, every year, groups from established institutions all over Thailand, including

34 The passage that they use begins with the first line: "Kraanan Phlaaj Chumphon daj fan kh3o jag jod ...




schools, universities, banks, electricity boards and other governmental departments, show
their respect to the King and Queen on their respective birthdays, December 5 and August
12, by petforming goodwill messages on TV in poetic form. Those groups who have no
musicians or singers will justread their newly written poem aloud; however many such
institutions have Thai music societies, and these will set their poems to already existing
melodies and perform them as phleey thawaay phriphoon.3S Informal competition exists
between these musical groups, not only in performance technique, but also in the choice of
the most appropriate melody for their newly written lyrics. Some groups will try never to
repeat the same melody twice in successive years in order to show their wide knowledge of
music, while those without an expert to guide them use the same tune every year and try to
gain glory through their lyrics alone. An example of the latter canbe seenin a group of
mgm}mﬂzzaj}ﬁajpm}wdacaamﬁﬁ}z wor Army Cadets: HRH Princess Sirindhorn wrote
that when she first joined this group, they only ever performed to the tune "Naan Naag" on
these occasions, and that it was only after Khunjiy Phajthuun Kidtiwan became their
teacher that they were able to branch out ([Kidtiwan] 1998:6). Absdonsamaay

Csegsombuun, Kidiwan's daughter, recalls:

"Naaj [Kidtiwan] would try to find different songs every year from 1981 until
1993, Only in 1985 did she fail, using the tune "Khrdob Cagkrawaan"
["Everything in the Universe"] which she had already used once before. This was
because she couldn't think of an alternatively titled tune that would fit with the
message of the new lyrics ...". (ibid:159)

There is an added kudos to using the most obscure and esoteric melodies possible,
thereby stealing a march on your rival, who may never have heard the tune before. In
1993, a group of suzldpin fréy chiad Attists of the Nation) gathered together to celebrate

the Queen's 60th birthday; Princess Sirindhorn wrote a poem and her musical instructor set

itto two melodies: "Mahaa Chaj"' meaning "Great Victory" and "Mahaa Kaan" meaning

35 This term applies onty to tributes to royalty; songs aimed at commoners are known as phleeyvvaphaon.
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"Great Occasion" .36 The titles of both songs are auspicious, but “Mah%ia Kaan" was only
known amongst knowledgeable musicians and hadn't been used for phleay thawasy
phniphzodbefore, making it an extra special tribute both to the Queen and to the musicians
themselves.

The Thais call those who choose melodies for these occasions paow bance phleegor
"song selectors". The following criteria influence their selections:

The first thing they consider is whether or not harmony exists between thetitle ofa
traditional melody and the content of the new yrics; for example, the tune "Thooranii R9oy
Héaj" meaning "Mother Earth Cries" will, ideally, be selected when the content deals with
the sadness of the nation, when a national disaster has occurred in reality or merely in the
fiction of a play. However, it is not necessary for melody titles to be taken too literally, and
"Thooranii R9og Haaj" can berecycled for use with lyrics that describe more general kinds
of grief. Sometimes the title of the melody chosen has & hidden message, such as "Nog
Khamin" which translates as "Babbler Birds". It has been said that this kind of bird does
not care where it sleeps, bedding down wherever it happens to be when darkness falls.
This tune might be put to use to convey new lyrics to a well-known philanderer on his
birthday, or in a play to reveal the hidden amorous motives of a character. P4dv baacv
plleegalso choose melodies according to their personal perceptions and memories,
disregarding the literal meaning of thetitle, or allowing it to change subtly, so that
individual choices can seem fresh and even unexpected.

Against this is set the weight of convention. Many traditional melodies have been used
repeatedly with different lyrics that always convey the same message - selection therefore
becomes aformality. For example, the melody entitled "Khésg Boorathéed" , meaning

"Indian Country", which used to be just an ordinary entertainment piece, became solely

36 These were followed by twoinstrumenta! pieces called "Tra Sannibaad" and "Ruua", which formed a
musical conclusion tothe suite.
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67
associated with auspicious occasions in the early 20th century after King Rama VIchoseit
for his new set of lyrics extolling the Three Gems of Buddhism37.

Another occasional source of newly written lyrics is the sdgkrwwaaperformance, an
improvised poetry competition (see section 4.4 for the history and details of sighrawaa
performance). These sdgkrawaaperformances are rarely found nowadays, due to the
shortage of poets able to compose poems within such a short time. Some educational -
institutions such as Chulalongkom University, however, try to organise them occasionally,
but it is not easy to find a decent number of able poets to perform. Lyrics written for the
sekrawagperformance are sometimes so attractive that singers use them for performances
outside the sdghrawasand eventually these new lyrics become associated with the tunes
they have been set to. However, this does not stop them being taken for use with still other

tunes, acommon practice.

3.2 Classification of lyrics

Classification can be done by subject. Most lyrics used in Thai singing areina
storytelling form which includes passages of narration and dialogue parts; only some songs
in the category "Hymns to beauty" contain purely descriptive passages. This thesis divides
the lyrics into 11 categories by the subject of the song: General Songs, Love Songs, Songs
of Sorrow, Hymus to Beauty, Songs of Parting, Songs of Rage, Patriotic Songs, Songs of
Moral Instruction, Martial Songs, Songs of Praise and Songs of Goodwill. The songs
classified all come from a book of phleay thdwsongs called Szawanvkrom sdb doatrii thay
plriag prawdd 18 bod rdog plleey thaw{An Encyclopaedia of Thai Musical Vocabulary: The
History and Lyrics of Phleeyy Thaw"]. This is a broad compilation by the Thai Royal

Academy (1998), and gives afair representation of the Thai court oeuvre. The numbersin

37The Three Gems of Buddhism are the Buddha himself, his Dhamma (teaching), and the Sankha (virtuous
monks ).




brackets after each category are the numbers of lyrics of that type found in the book as a
whole. Obviously, there are overlaps from one subject to another, e.g. sorrowful love

songs, but the lyrics are classified by their apparent main themes. Here are some typical

.lyrics from each of the types:

1. General Songs (109 sets of lyrics) are songs with no obvious emotion, merely

conveying factual accounts of who, where and when.

Example 18: "Khdom Kidm Liug", the story of Phra ROvay, writer unknown

I beg your pardon, venerable sir,

prathaan thdod prood dovay thaad cevw ki
[ am looking for the great Phra Ruay.
Kkhia maa haa phest rovag plhou pea jdf

Iam a Thai

tuy Khia il pen khon thay

Come from the faraway land of Lawoo.
mag Ky ciag lawdo thaanis

2. Love Songs (102 sets of lyrics) are descriptions of love affairs and sexual activities.

2.1 romance:

Example 19: "K13m Naarii", from the play Zzz#w; written by King Rama II

The Prince smiles gently, playfully,
plardl jéem fim plieim plicsw j3w 20
Laughsteasingly.

sebphassag jiyvvan svvan somt
“You look sad for lack of rest,

plidg cidw sdw salod od baathom
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I'll sing you to sleep.
phir ca £l9m eew Ko by nafdthrsa
Lie down, let my lullaby caress you:
Sy samoon no2n thdsd phif ca ko
You are true perfection,
caw gaam oy phriy plroom dag leekliia
Pale skin, an open face, luminous
auuaa la-0o5 phdy phig soophaa
Like the haloed moon."
ey quitlires sogklod mod monthin

2.2 sexval activity

It is common for Thai songs to use metaphorical comparisons, particularly when strong
emotions or sexuval activities are being described. Below is an example of sexual

intercourse described metaphorically:

Example 20: "Aathid Chig Duvay", traditional lyrics from the most famous play
Khvnching Kbtapheen writer unknown

The sun covers the moon,

plird aatkid chiy duvag phréican déa

The stars hide their faces,

aaw Kraden Ky dyyan dacas dib

Thefireflies in the trees make them appear torise and fall,
bighd3) phriaj miay wey rajidb

Small Zsbinsects overlay the earth, making the jungle tremble.
maleey thib thoog thizaw satlyvaa dog

Itis no surprise to find that present-day audiences are unable to make this metaphorical
comparison unless the context is given. This is an occasional problem for all songs, due to

the manner in which fyrics are taken from their larger texts. Sometimes unambiguous

descriptions of love-making appearin the lyrics, as below:
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Exampie 21: "Sud Sa-fiuan", traditional lyrics from "Khunchéan Khunphgen", writer
unknown

He strips off all her clothes,

wda plieay thaag plyyeay &y vay &adad
Drapes them over a screen, and carefully touches her,

khween phitad chiag lop pracog cib
Lifting her and laying her in his lap,

b naay wasy lde saphde ridb _
He gently places his body on top as if she is of precious solid gold
K£99 th3od thiib rubuvay log dag thoon thaoy

3 Songs of Sorrow (81 sets of lyrics) can be divided into two types: sadness and a
sorrowful journey (this does not have to mean a long journey, but can be merely a walk

around a garden).
3.1 sadness

Example 22: "Hog Bod", from the play Inaw, written by King Rama II

[Budsabaa] weeps and says:

Kanseey phlay thaag thuun saasag pay
“"Why are you doing this to me?

&id cha) fay chani plrdchéedthin
You kidnapped me,

thamkana hizahdg ldg adog maa

And put me in this gilded cave.

satkid jou khyvkis thia thoog

I was parted from my father and mother,
2oy irdad méadturoy bldturded

And that sadness still fills me.

Jag sy khlasy waay thawéed mon mog




It is only you that I can rely on,

hen toe phouwanay diaj pogkbrooy

And now you are leaving me here alone.”
cd saldd sid aday wéy didaw dasy

3.2 sorrowful journeys

Example 23: "06 Laaw", from the play Aandpiichay written by King Rama [1

Walking in the jungle

doan theadg meaa nay Klaag moaoraklas
The royal boy takes a deep sigh.
plrd raachan thood thoon cay iy

"I must have earned bad karma

Oo wila ween-Kam Jéy thaa wey
So to become the hermit's slave."

ca tog pay pen khda cd w plrmam - clhid

4 Hymuns to Beauty [65 sets of tyrics] are divided into four types:

- 4,1 nature and wildlife

Example 24: "Khameen Sajjdog", written by Prince Naridsaraa

This song tells of my journey with the King
banyaay &l waam taam thédy saded jiad

To forest lands, to far Sajjéog.

Jag sagjdog prephédad phanason

A riot of wilderness surrounded us
iy Ly liay phan &hld Kiyn papon

And at Cha-5j6og hill, ariver flowed

Lthiy chaay clhon &haw cha-poog pen rogg thaaa

Springing up brightly out of the earth

adam phi phiy sda
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Flowing with a great noise,
[y chaa chiad chaan
Overwhelming to behold.
hén trakana

The sound came hiss boom-boom
man lif c3g klrom khrom

And again hiss-hiss-hiss boom-boom.
man dag cg g cIg khrom Khrom

4.2 objects and buildings

Example 25: "Khaméen Phuuay", traditional lyrics describing a decorative curtain from
Khuachiag Kbuapheen writer unknown

You have sewn and stitched a huge forest,
i W pdg pen pda phanas wéed

A mountainous landscape, green and cloudy,
Khdob khéed khaw kblvm cha-dm Khaw

Plants curling in curving arabesques
rigkhachiad ddad beay abdd ridaw

Arching gently, heavy with flowers.

plirin pliciiaw doog dog radd duvay

What perfect skill and deft fingers
adardg pag Liam la-22 205

You have, my semi-divine seamstress.
1oy 337 chday chaldad lim manvd

4.3 gods and kings

Example 26: "Théep Chaatrii", inspired by the folk tale Pnif Rdd Meerzr written by
Camniian Siithajphan




The god so handsome

b_f/ thiseb thas 199 choom praloom liad
With the ideal of male bodies,

som méad chasylood prassed st

A physique of perfect symmetry,

. sdm-aay of sog sWvan thovaa Lasic

A complete pattern of what a man should be.
chaay cliastry & cob jov Khrob Kisa
His genius, skill and bravery

plid prifchaa siamdad chakdad kia
Famed throughout the heavens.
Lyycheaa thova thabuvuag suvay savdn

4.4 human beauty

Example 27: "Coorakhée Haaq Jaaw", traditional lyrics from Kbunciing Khunpheen,
unknown writer

Her small still body sleeps on the low bed

CAW riay 0397 noon niy boa ey tda

The dark skin shining softly in its youthful beauty,
Ko kbam geam chalém cém sif

Delicate eyebrows echoing her fine jaw

Llifw Khaay baay oon Faa lamay

And flawless hairline.

129/ 3 tixab rith raddd dir

S Songs of Parting (26 sets of lyrics). These can be split into two: the first kind are songs

of farewell performed at the end of a concert known in Thai as pi/eay fas, the second kind,

shown here, can come at any point in a performance.
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Example 28: "Thajooj Ndog", a general song of parting, traditional Lyrics from KAvachday
Khunpleen writer unknown

“] am leaving now, my dear Kéew

phii calna pay kdon léew ciw keew a3/
Please remember my daily task,

sz rey Kirogy (i pliis tham cdw cam dédey
Look after Khiin Ch4ay, comfort him

K&boo fiag khunchday ddvay clivaj plost car
And prepare food for him even as I did."
thiy kb plaa baa bif myvaa phis jag

6 Songs of Rage (22 sets of lyrics) reflect anger and other similarly strong emotions.

Example29: "MoonRam Daab", inspired by the classical story Raachaulicsiad written by
Prince Naridsaraa

Oh! pity poor Samiy Phraraam:

ciw a7 ciw samipy phrsrram

On hearing the king's words, his body burns with angry shame.
L2y 138 sy i Kb waam mon méy

No more can he face his fellow ministers;

7200 yOU day néa séenaa iy

He longs to leave for Hogsaa city.

ca aii pay hogsda myvan wia kan

7 Patriotic Songs (9 sets of lyrics)

| Example 30: "Kans¢er Sawaad", written by Phinid Chaajsiwan

Sacrifice your personal happiness for your country,
Lhvvan beg rifg hig cayhdy kée cliad
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Swear with iron intent,

phriom tig sad dovas praadthanda mdn
Forget your paramours forever,

Saldd refg 29g cige tuva clidva nirsa
Forthe sake of the Thai race.

phpya phdwplan thay thiva thig tvua ton

Example 31: "Taw Hee", written by HRH Princess Maha Chakri Sirindhorn

Brought up to be brave,

L30b Jif hiy kkiEw Klia

To excel at all knowledge,

ryyay wichaa thig siy siz

Carrying the blood of your Thai ancestors,
1 [Py ey ey peay baa

Never fearing any enemies

i ktroay wein phoog phagic

8 Songs of Moral Instruction (7 sets of lyrics) show national attitudes towards life and
morality including cultural mores. Exaxhple 32 shows the inferior position of womenin

Thai society in the early 20th century.

Example 32: "Phraam Khaw Bood", from the play Subvaralas written by King Rama VI

Always remember my advice,

aapy phyy cam kham s3o0

My dearest giri:

bag-oon phiy jod saasehia

You should serve you husband well.
cog Liw pronaibdd phidsidaa
Don't cause him any irritation.

Jida el Ly kbop klid cay

Even if he has other wives,

Py mEe thos mit mira Py

o
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A thousand or ten thousand of them, you must rid yourself of jealousy.
sdg phan mpyn 4d iy biy cog déy

‘9 Martial Songs (7 sets of lyrics) are songs of physical conflict.

Example 33: "Chaar Prasaan Ngaa", inspired by the life of King Nareesuuan the Great of
Thailand; these lyrics written by Saraawtd Seeniiwor

His Majesty goads the royal elephant to fight,

plard sogsde chdg Lhacheen been klidw rob

Phadthakoo [the rival elephant] feints away, then comes again,
phidthakas 132 talob 16w bee bia

The two elephants cross tusks,

SO0y chdag prasian gaa sa-igid jia

His Majesty's elephant lifts the other off the ground.

phlagy sogihan begg thaadd gid Kaag svvay

10 Songs of Praise (7 sets of lyrics) are songs to supernatural beings or abstract concepts

Example 34: "Joon Daab", traditional lyrics, writer unknown

I bow at your holy feet,

aayy khia koo pragdd bodthardd

The incarnation of the emperor of the wide world,

plrsé cunlacoom ciglraphid makdasaan

He who flies on the mighty Khrid [mythical bird],

Lhyy og phrd sog &hrid chay chaan

Has descended from the Kastian Samud [the sea of milk].
awataaa caqg kaszansamid maa

11 Songs of Goodwill (6 sets of lyrics) are songs of blessing.




Example 35; "Khdom Kidm Léug", from the play Zz4m, written by King Rama II

Do not fear,

cidw jida wead weda plrda cild

Defeat will be averted.

ca phif phée pideaumid €5 bia méy
I will bless you with a victory
ay-yakaa ca chivey vosy cligy

So that your enemies will taste defeat.
bandian by phejrd dbparaa

The titles of many songs give clues to theirtheme: for example, "Phajaa Sdog" means
"a mournful nobleman", "Chom Dong" means "admiring the forest", and "Farag Ram
Thaaw" means "Westerners dancing with their feet”. However, there are also some songs
where the title and subject are at odds: for example, "Coorakhée Haag Jaaw" meaning "a
long-tailed crocodile”, where the Iyrics tell of a comparison between the scent of flowers
and fame. 38

Generally speaking, all lyrics can be sung by either male or female singers, even
though some lyrics are taken from lines that belong to a particular gender. Singers are
considered as storytellers, and one shouldn't take the gender of the character being
represented too literally, However, there are somelyrics that contain explicitly female

emotions and desires, and male singers feel embarassed to sing them. The song

“Surintharaahtu" contains just such emotions:

Example 36: "Surintharaahu" from Kuachday Khiapheen

I am a woman; this makes it hard to show my true feelings.
n33g pen fiy riqe ciy ciy ca by bén

But you are a man, and a clever one!

phdo k3o pea chaajlsed prassadsit

38 The full title is "Coorakh&e Hiay Jaaw Thaag Sagkrawaa”, which addition signifies that itisin the
sgokrawaastyle and sois a different song to that previously mentioned.
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If I were the man

thia tuua khoog ndog all pea phovehaay

And you were the woman,

tuwa k3o phoophladgy thia phao pea salxr

Tonight I would come to you and make love to you as my heart dictates.
Khiim Khim wannii ca peiy néeb bif mim cay

There have been quite a few attempts to find new {yrics to replace these lines, so that male
singers can sing them without awkwardness, but no one has yet succeeded. Princess
Sirindhorn admitted that "I once attempted to write new lyrics for the song
'Surintharaahuu' but couldn't reach the same standard as the old lyrics, so I gave up"
(personal communication, February 1992). Itis interesting thatit is only men who feel
awkward in such situations: women do not usually have any problem with singing so-

called "men's songs"!

3.3 Speech tones and their melodic formulae in songs

Thai words are pronounced with five different speech tones:

amid tone or sy sdaman(' common sound") e.g. Aaa
alow tone or szay eeg("first sound") eg. Aan
a falling tone or sy thoo(" second sound") e.g. [Keim
a high tone or sz £rz("third sound") e.g. K

arising tone or s#ay cddlawaa("fourth sound") eg. K

Different tones give different meanings to a word, although not every tone variation for
any given word will have an actual meaning. Itis thus vital for non-Thai speakers to know
that some low tones and high tones in multi-syllable words, which appear when written

down, canbecome mid tones in conversation. Falling and rising tones of multi-syllable




words are not changed. The last syllable of a multi-syllable word will always be kept
tonaﬂy intact, and the middle syllable of all three-syllable words will be pronounced asa
mid tone, instead of low or high. The first syllable of both two and three-syllable words
may also be changed from high or low to mid. These are the main changes, but various
other changes may also occur. Example 37 shows the alteration of tones in multi-syllable

words, with the altered syllables underlined.

Example 37: Shows the pronunciation of some two and three syllable words according to
my own observation

Two-syllable words

writing speaking
pracag pra-cag
kracaay __kra-caag
kraphyy kra-phyy
laleen la-leen
mépraal) ma-praay
phréjaa phra-jaa
lahiia la-hiia
mékriud ma-kriiud

Three-syllable words

writing speaking
moorakhaa moo-ra-khaa
pittlaa pl-tu-laa
theewardad thee-wa-rdad
rdadchakaan rdad-cha-kaan
prapheenii pra-phee-nii
karinaa ka-ru-naa/ka-ru-naa
harythaj ha-ry-thaj / ha-ry-thaj
durijaay du-ri-jaar / du-ri-jaag

In addition to this, some single-syllable words can also be changed tonally when
speaking; e.g. the word @i can be pronounced g the word seg can be pronounced s#g;

and the word .z can be pronounced .z Some words are pronounced with different
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regional or ethnic accents; for example, the word mzimeaning "to come" is pronounced
by the Mon people and ziby people from the provinces Supanburi and
Kanchanaburi west of Bangkok even when they are speaking standard Thai.?9 In
. performance, therefore, the same word can be sung with different tones by different

singers, depending on which form the singers choose to follow: the written, spoken or
regional.

In 1988, Tanese-Ito revealed the relationship between speech tones and the vocal
melody and found some rules for generating the ornamental details of a song-melody

according to the segmental tone of each text-syllable. Her discoveries were:

1 Mid-tone syllables are to be sung to the primary pitches of the vocal melody,

without any additional melodic formula.

2 Low-tone syllables are to be sung to the pitchimmediately below the primary

pitch (according to the pentatonic set), rising to the primary pitch itself.

3 Falling-tone syllables are variously treated:

(1) on primary pitches 1,2 and 5 [of the pentatonic set 1,2,3,5,6] they are to be
sung by combining the primary pitch in sequence with the pitch immediately
below (according to the pentatonic set). The voice usually returns to the primary
pitch.

(ii) on primary pitch 3 and 6 they are to be sung by combining the primary pitch
with two to three subsidary pitchesin several variants. The primary pitch itself
may occasionallybe omitted.

4 High-tone syllables are tobe sung to the pitchimmediately above the primary
pitch (according to the pentatonic set), followed by the primary pitch itself.
Sometimes the primary pitch is sounded first [followed by the pitch above]. At
times the return to the primary pitch may be omitted.

S Rising -tone syllables are variously treated:

(1) on primary pitches 1,2 and 5 they are to be sung by combining the primary
pitch in sequence with the pitch a fourth above. The pitch a second above the
primary pitch may be inserted between pitches 2 and 5 or 5 and 1, but rarely
between pitch 1 and 4, The voice then commonly returns to the primary pitch.
(i1) on primary pitch 3 and 6 they are to be sung by combining the primary pitch
in sequence with the pitch next above (a third above). The voice then commonly
returns to the primary pitch.

(Tanese 1988:131)

39 Thai court music is the music of the central Thai court and other people and places under its cultural
influence, including the elites of Cambodia and Laos. There are various other ethnic groupsin Thailand with
distinct languages and musical cultures, most notablythe Lao of North and Northeast Thailand, the Mon of
Western Thailand, and various so-called "hill tribes” such as the Lahu and the Hmong of North Thailand.
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Inmy experience, these rules do account for a great deal of Thai vocal melodic practice
for most singers. But there are various exceptions, which need to be discussed.40 Firstly,
in actual performances, singers always use extra notes to decorate words, which can bring
confusion to the above formulae; only professional singers can distinguish these decorative
notes from the main notes. For example, the mid-tone words, according to Tanese's
formula, should be sung on one note only, but they are, in reality, often sung with an extra

decorative note (Ex. 38):

Example 38: "Khfceg P&dtaanii" [R16] sung by Shdcid Dhrij&praaniid, shows the word caa
which should be sung only on A, but Dtrij&praniid adds Cto decorate it.

1)6-0 odo- j ca- n kra-cAa-

Furthermore, falling-tone words are often decorated by a note a fourth above preceding the

sequence of notes cited byTanese (Ex. 39):

Example 39: Showing the notes used for singing the words cfiJzdznA pjyyagin. the song
"Khfceg Khaaw", 1st section, bars 3 and 19 respectively.

according to Tanese's formula actual performance

. .

piyy - a§ piyy-yy- ag

Itmay bethatTanese has discussed some of the following issues in her lengthy PhD thesis in Japanese
(1988), which Thave not been able to read. I only had access to her 1978 and 1988 articles.
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Falling-tone words differ also from Tanese's formula in that they are often sung using a

different melody (Ex. 40):

Example 40: Showing the notes used for singing the word mafivom the song "Khteg
P&dtaanii", verse 1, bar 10 [from Ex.48, p.92]

according to Tanese's formula actual performance
$ - g
m& - g m& - g

The performed melody is actually a reduced form of the seldom-used ornamented version
of "Khteg P&adtaanii", where A is extra to Tanese's formula, and the E she anticipated has

been omitted (Ex. 41):

Example41:
ornamented melody actual performance
ma- a- g m& - aj

Additionally, some words are sung using melodies that do not adhere to Tanese's
formulae, because of personal aesthetic preference. This is only likely when the meanings

ofthe words are still apparent - usually from the textual context (Ex. 42):

Example 42: The word n&unaiairom the song "Phajaa S6og" sung to two different
melodies by two different singers:

Somchaaj Th&bphoon's version [R25.2], corresponding with Tanese's formula

n&a- m yy taa



Caroancaj Suntharawaathin's version [R25], not corresponding with Tanese's formula

n& a-m yy taa

There are also cases where singers choose to follow the i*fcta”melody very closely, a

practice which also causes confusion to Tanese's formulae (Ex. 43).

Example 43: Excerpt from "KhSegP&dtaanii" in two versions

(D=1
7 2 > f Em-mm* m  w-.. P
1§ * * f =1U J L ~H
Suntharawaathin's version [R16.2] following the melody closely
JL - m m—-* w  »y——" A ? e
E=E L I '
i-naw imyy (& maa  taam

Prasidthikun's [R15], correspondirig with Tanese's formula

IA T- B r J i - ~ 1

i - naw ryy maa taa - m

[tis interesting to notice that Suntharawaathin still finds a way to reflect arise in pitch on
the two rising syllables; and the addition of the word aiallows her to sing the mid-tone
syllables znwmn.6 asmzon level pitches as normal.

Sometimes, words are sung with different primary pitches in order to create regional
accents. Example 44 shows the words A&yand pJikiwitomxhz song "KhSegmoon
Baaxjch&arj" being sung differently. The first version is the commonly used melody, while

the second version is sung only by singers who wish to create a Mon (Moon) accent
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reflecting the piece's title and flavour by using a B-flat (primary pitch 4) to give a hexatonic
feel to this pentatonic song.4l (The hexatonic scale is the main scale of the Mon repertoire.)

Example 44: The words /aw/and pJiiawirom the song "Khfcegmoon Baarjch&ai]Mwhere F =
1

Common version using primary pitch 5 sung by Somchaaj Th&bphoon [R12.2]

j p&a-w yy khoo phi 1

Mon accented version using primary pitch 4 sung by Maniir&d Siiworjsaa [R12]

j plia- w yy Kkhoo phi 1

A possible reason for all these exceptions is that Tanese conducted her study using a
closed group of Thai singers, all of whom were pupils of Prasidthikun. Prasidthikun, in
turn, had been part of the legacy of the revolutionary General Phibun's quest for
exactitude, which led to the creation of formal rules for Thai singing which were not
supposed to be broken. In reality this was only ever one school of thought ( zkiaf; with
independent groups of singers following their own beliefs and practices (Suntharawaathin
and her father being prime examples of this). On top of this, when the Thai singers that
Tanese used, and especially Ampom Sovat amongst them, were asked for their formal
views on vocal melody and speech-tones, they presumably told her that the tune must
express the speech -tones and then they felt that they subsequently had to stick to this
principle when they later came to perform for her analytical scrutiny. This would be true of
most Thai musicians, and it is interesting that even Suntharawaathin, when asked for her

formal views, will state that the vocal melody must mirror the speech-tones ofthe lyrics -

41 The use of a flat here is merely a convention to indicate the tonal centre (see section 2.2)
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butin her performance these theories are submerged while instinctive aesthetic feelings
come to the fore.

There is an ancient style of singing which disregards speech-tones almost altogether
(see Ex. 45). It may be that echoes of this style still influence contemporary singers, a
consequence of the oral tradition still dominant in the teaching of Thai singing.

Example 45: Old versus new. Aline from the song "Kh£eg Lbbburii" [AM], soorjchdn
level.

Old style
JJrJyrg o -i J =M
td- n "y n6j p6- oj yy Ifl-ug jé6o- i yy
New style
U J 3 J— J— J-_ . i
to- n yy n5j nS5o-j yy 10- ug j6o- j ds  hyy yyy
Old style (continued)

New style (continued)

rf_‘ T 55523B S3:-i_- »

w LA A
ra- j6- a yy hyyy dii

Despite all of the above, Tanese's formulae do allow analysts to find the basic pitches
of the melody of a highly ornamented song, provided that the analysts have the knowledge
to overcome the possible confusions of decorative notes, personally preferred melodies,

regional accents etc.
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3.4 An application of Tanese's formulae: a case study of metabole in Thai singing

The terni metabole has been utilised by most scholars of Thai music toreferto

"modulation” of a melody. Morton wrote:

... 'modulation' is a Western term specifically associated with and appliedtoa
change of key area or tonality in a harmonic system and ... it should not,
therefore, be used to describe a change of basic pitch level in a non-harmonic,
linear system. (Morton 1976:128)

He followed Brailoiu (1955) and Tran Van Khé (1962), both of whom were talking about
Vietnamese music, by using the term metabole (borrowed from the ancient Greek) to
denote this technique, in which a change of pitch-level occurs. Silkstone (1993:89) says
of his time in Thailand: "No Thai musicians initiated discussion of the concept of metabole,
but they all recognised it when questioned”. The term that Thai musicians use for metabole
is plifaasdag even though they do not always agree whether such a change has occurred.
After all, as Silkstone (ibid:91) also says, Thai musicians do not think about metaboleina
conscious way.

This section aims to give an example of the usefulness of Tanese's formulae in the
analysis of Thai songs, particularly when metabole occurs. The song "Khéeg Padtaanii” at
so0g chédalevel hasbeen chosen, for the reason that metabole occurs, and also because this
song has been sung using many different verses, giving enough data from different words
with different speech-tones to enable us to use Tanese's formulae to find out the pitch-
level of the melody at any given point.

"Khéeg Padtaanii" contains only one section ( 24924 with four and a half lines of

melody in Thai notation, as shown in Example 46.
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Example 46: A commonly used khboi)melody of the song "Kh$eg P&dtaanii" [AM], sx>/
chtla

0 + 0 ) 0 + +)
p J— 1 -2- 7 -i_ 2 y 2 — 6
0 + 0 ) 0 + +)
-216 -5- 4 44- 5 55-6 -111 -17-1 - 3- -7-6
0 + ) H ) + F .(+(
|-7-2[-7-6166-5155-4|-764]-3-2]-3- -
o + 0 (+) 0 T — it)
|+ ++2]-3-4132341-5-61-110- 7-11-3 - 1-7-6]
11l
6 - 666 . 6. 6

The early rhythmic pattern used for this song is called a niuithiibsozgmtiuij] where one cycle
of the pattern consists of four bars. However, some groups of musicians may use a
niuuhtibJtbbtgor "Indian" (or "Javanese") rhythmic pattern in order to give a eel to
the song as implied by its title and melodic style. In the latter case, the /tf//>nnelodyatthe
end of'the song (the last four bars) has to be abandoned since naatbiibkbbvg consists of
eight bars of melody per rhythmic cycle, and the song with the /AtfFrsection would require
four and a half cycles, which is unacceptable. (It should be understood that musicians
never alter the rhythmic pattern to fit with the melody, but do alter the melody to fit the
rhythmic pattern, as in this case.) It is the Atitbiibkhbcgvzrsion that [ will analyse . This

version is shown in Western staff notation in Example 47:

Example 47: The jfcAta"melody of lines 1-4 of Example 46 presented in staffnotation

+ 0 + 0 ) 0

" )

1N rpI1 BT



@ 0 —I_ 0 (+) 0
13

ST T ferL T -1

I'have made some of the f and ¢" notes sharps (#) in the above transcription; this is my
personal subjective response to transcribing a Thai melody using Western notation and
obviously reflects my perception that metaboie is occurring; the sharps do not represent an
actual pitch difference, but are simply indicators of the perceived pitch-level (see section
2.2). However, Iplayed back the notation (including the following vocal versions of this
song) on a computer application called Finale to some senior Thai musicians, and they
agreed that these accidentals are needed. (Finale of course produced Western, not Thai,
intervals.) As will become apparent, my gut feeling of a need for accidentals was vindicated
when Tanese's formulae revealed that metaboie was indeed taking place at these points in
the vocal melody.

A transcription of the vocal melody of the song "Khfe;g P&dtaanii" sung by two

different singers is shown in Example 48.



Example 48: A transcription of the song "Khfceg P&dtaanii": verses 1to 4 are sung by
Thuuam Prasidthikun [R15], and verses 5 to 8 by Stidcld Dtirij&praniid [R16]. The lyrics
of verses 1to 4 are taken from the play "Inaw", while the lyrics of verses 5 to 8 were
written by HRH Princess Maha Chakri Sirindhom. Lyrics are in bold. Tempo ranges
between 35-48 crotchets/minute.

+ 0 + 0 (+) 0
VI $
m
i-naw  hy ryy hy maa taam
Y2 *
crclJr'Tp 7 7 &
syg maa c& - ag man  jaa AAZ
IL
v £ i _P-Pp 8 s g p-—
_ — ¥
........ 1 -
wag hyca chflu - aj na-ro - g
Y4 "
ni - i wi maa w& - aj vy
Y5
khr&n sin yy SSsg hy stl ri n yyhyyy
Y6 $ Z-X-§-*
n&m-kh&ag yy  phrom lorn ph€d yy
Y7
6-0 6 g kh&a jaa m ni i yy
Y8

H 1

myyan phri-ca - n wa - n phe - n hyyy



o (+)

S JT~>] J.TD
m up g AL
hy yy aa hf aag gaa aa-g gaa hfa a aaj dtiuaj yy khwa&m l'ig
Y2 gZZEEZE
hyyy aa hf aag ga-a aa-g gaah”aaaag gaa-a-aaj Wiaag cha-
Y3
$ £ EEE
aa hS aag ga-a aa-g gaahfa aaa gaa-a-aaj SOg hy khraa-
4
S — £ mc—mv r — FI i —ii 1= i i |— i
V4 1'5 7\ I’ A ff
|
V54NP 35
aa hS$ aag gfa- aa hygaa "0 n"9 9 99N_] ca-n kra-cA
R %
p e
7)1t - T v Lo d
aa aa hfaaggfa-aa hygaa aag gba a 3aj kra-phyy
V7 i —
Ve ko ® __ £HJ‘]I:« N —— #/5
"fr r A
aa aa h3 aag gfa - aa hy gaa aag gSa a daj I‘y-dii si -
V8$
aa aa hf aag gSa - aa hy gaa aag gfa a faj din te - m




+)
VI
yy hyyy aa ada a-aa
V2
aa ada a-aa
V3 J> ])
aa aaa a-aa
Va4
if
aa ada a-aa
Vi A 3] 3,].] A p
aa - g hyy aa ada a-aa
V6 o - §* tii
m
maa aa ada a-aa

V7 ]ZtZ)vl ‘;i.bh_ k-

aa a da

W yyy a-aa

V8

duua-ag aa

5£7 Lj-
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G

hygaa aahd aaggd-aa a dajkhoa-a - a
hygaa aaha aag ga-aaa®ajphrd daa
hygaa aateaag gd-aa aaaj mi chij maa

IE11 C g

hy gaa aahsaaggd-aa aaaj Ida- w ca

s i
hy gd-aa aag gd-aaadaj saan iag
M wrft
hy gd-aa aag gd-aaadaj myyan nim -

E

N . I"l t A
A Ffnm. H1J35

-laJ:

hy gd-aa aag gs-aaadaj nunan ndag eft-

hy gd-aa aag gs-aaadaj kra-U- aj



m

ni-i yy mé&-aj pra- c¢*-g yy hygaa aaghy gaa hSaahygha

m
10
V3 *
ge P — ] 15 3 J_
hyyy  dfluaj hyyhyyy khwaam hy gaa aaghy hSaahygda
f
pa - j man yy hyyyy jaa hygaa 3313hy gfa hfaahyg3a
10
VSE 4 . T W .
_______ i e ho~ i iy .
0 w&agyy ¢i- d yy ca-] hygS-aaaag hy gf£-aa h™aahygda
Y6 o1yl == g—=R
. th . _J 0 _ r 4 _ n a
taa thl- 1 la-j hyg6-aa aag hy g*-aa h”aahygda
W yy ph5- g yy phfcdyy hygaa aaghy g6-aa hSaahygda
10 cssi a
Y8 a whv # .Yy —2r

htin-agy lyyy cha - gta yyhy gaaaag hy gf- aa h6aa hygda

y I
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) )
13
Vi P
da haada aa-aj jag sogby sa-j hyyy 33 3da
13
Y2 3 = i
140J>o i j - r
da baada aa-aaj cyg khla - j khlaa aa ada
13
V3
da haada aa-aaj sa-nfe haahy yy
hd aa hygda haada aa- |j thaa - nil
3
V5 .
1
hd-aahygda hdaadaa-aa- | f&w f*-j ha-ahyyy a-aa ada
& 9+9..9
hd-aahyjlda hdaadaa-aa- j lo-g  naj snu - aga-aa ada
V7 § m
hdaahygda hda adaa-aa-j riiam st>d hiuaghy yy a-aa ada
V8 FSF=E
Im
hdaahygda hdaadaa-aa-j laa dnn dyy-an a-aa ada



16
Y1
a-aa
16
Y2
a-aa
16
Y3
a-aa
16
Y4 4 - H:r
a-aa
16
V5
a-aa
16
V6
a-aa
16
V7
(yo = £
a-aa
16
V8 -JLH P -
U §tfe
a-aa

)

Ladd

h 7 rjaa aahaaar qS-aa a £aj
n T F -
t|= H = -igr J J
hy qaa aahaaar qf-aa a daj
Al g . n J V HZ i_ >1
[— 1 & J 1
hy qaa aahaaar qf-aa a "aj
________ ==
Cfep <E!f J Il
hy * > aahfaar qf£-aa a daj
roi
F #p*
- A J 1
hy ¢ >-aa aaha a1 q3-aa a aaj
»
- #Fe M
4g f- J -ii
= U s
hy <y-aa aaha a;i] q£-aa a £aj
rir 1 1m
~p Tr: fr]
A e = m iff-- J m!!
hy 05> -aa aah3 a;)Qq3-aa a £aj
| T
f ! m m fc]
- 1£T J I
hy % )-aa aahaap)qf-aa a daj



Inthe early parts of the khtognlelody of the song "Khfccg P&dtaanii" (bars 1-3), it is
not clear which pitch-level the melody is in. Butitis possible to trace the pitch-levels of

the vocal melody by using Tanese's formulae (Ex. 49a).

Example 49a: Tanese's formulae for singing speech-tones (1988:130)42

Mid Low Falling High Rising

Primary pitch 1 (©) P ) ")

A,

I f * | ma Cjftv)— v omCa) t

Primary pitch 2

" n il
m {6 & m "W o RV

Primary pitch 3

Primary pitch 5

$

Primary pitch 6
(0j) He—

According to Tanese, the melodic formulae for each ofthe mid, low and high tones
have the same contour for all five primary pitches; however, inpentatonic contexts, the
same contour can have different intervals (i.e., 2nd versus 3rd). This means it is not

possible to deduce the actual primary pitch from words with these three tones. Ina

42 This chart has to be considered together with the explanation on page 80
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pentatonic context, the formula fora mid tone is the same regardless of which of the five
primary pitches it falls oni.e. asingle pitch. Low tones make use of a stepwise rise to the
primary pitch, but this rise is a (Thai) 2nd on pitches 2,3 and 6, but a (Thai) 3rd on pitches
1 and 5. High and falling tones make use of a 2nd on pitches 1,2 and 5 but a 3rd on 3 and
6. (For both low and high toﬁes. the primary note may be omitted.) Thus, for example, if a
text syllable with falling tone is sung as a descending 3rd, then the melody pitch at that
point must be either 3 or 6. Thus high and low-tone syllables can help sort out where the
pitch-levelis at a givenmoment.

For rising tones, there is again only a two-way contrast: pitches 1,2 and 5 use one
contour with identical intervals, while 3 and 6 use another also with identical intervals.
Finally, falling tones show the greatest variety, a 4 or 5-way contrast: only pitches { and 5
share an identical formula, but eventhen 5 may omit its second note; pitch 2 has the same
contour but a different interval structure; and pitches 3 and 6 share a contour but differ in

intervals, Example 49b summarises this information.

Example 49b: Identity and differences of melodic formulae for singing speech-tones

primary pitch mid low falling high rising
1 A B D H J
2 A C E H J
3 A C F I K
S A B D' H J
6 A C G I K

There are either 11 or 12 different formulae in total.

Thus given several verses, with various speech-tones, sung to a single melody, these
variations in melodic formulae should help us determine which of the five primary pitches
is in the singer's mind at a given moment. Given all this, let us now analyse the song

"Kheeg Padtaanii”. To begin with, let's look at bars 1-3 of the first two versions:




0 + 0 G)
1
Y1 1
1-naw maa m
1
Y2
syq maa c& man

The first thing to be noted is that the word /iewWnd other rising-tone words from bars
1 to 3 make use of the same formula, i.e. ad" followed by a g". We know from Tanese's

rules that in this melody note D can be either primary pitch 1,2 or 5, meaning that this
melody can only be inthe D,C or G scales.

Secondly, if the melody is in either the D or G scales (where D = primary pitches 1or 5
respectively), the second note of the word i*and other falling-tone words should be ab"',
notac". This is because, according toTanese, on primary pitches 1,2 and 5, falling-tone
words are to be sung by "combining the primary pitch in sequence with the pitch
immediately below (‘uccxxxJingto Lhepentiitonicsetj’ (my emphasis). Therefore, we may
conclude that the pitch-level ofbars 1to 3is C.

Moving on to bars 4 to 6, the transcription shows that the two singers make use of
different pitch-levels not only in the mwpart, but also in the worded part. This difference
is clearly seen in bars 5 and 6 where the pitch-level of the yyan”axx sung by Prasidthikun
is G (or D), while Diirij&praniid's is F. In order to confirm this, we may use Tanese's rules

to trace the tonal centre of these vocal melodies:
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Prasidthikun
+ 0 (+)
4

V3 £

-

aa hfaaq qa-a aa-q qaahfa aaa qaa-a-aaj soq hy khraa-

Dunjapramid

Y7 EZ

hSaaqqSa-aa hyqaa aaq qf-a aaaj ry-dii s& -

Prasidthikun (continued)
) 0
7
o
¥ 1 HP
m
Dhrij&praniid (continued)
7
Y7
H » *¢_ Jr
W yyy _

It should be noted that the word j<?"in Prasidthikun's version is sung with an
ornamentation (note a') due to her personal aesthetic preference; this may cause confusion
to non-Thai singers. In other words, an experienced Thai singer would automatically

perceive the "real" melodic formula of this word to be b' and d" as in Example 50 below:

Example 50:

soq hy khraa- m
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Noteb' in this melody can be either primary pitch 3 or 6, meaning that the pitch-fevel of
this melody can either be G or D. If a non-Thai singer had taken a' to be a main note
instead of an ornament, and used Tanese's formulae accordingly, they would have
calculated incorrectly that the pitch-levelcouldbe A, GorD.

For similar aesthetic reasons, Durijapraniid omaments the word s#win her singing with
ac'’; the "real" melody of this word should be a g' and an {" plus a "tail melody" (notes g'
and a') which Tanese includes as part of her forinulae. Therefore note a' in this melody can
be either primary pitch 3 or 6, meaning that the pitch-level of this melody can be either F or
- C. But, as stated previously, the ppazpart sung by Durijapraniid is clearly in F, so we may
conclude that the word sdwhere is sung in the same pitch-level.

It should be noted that the pitch-level of this melody for £&#Jo7and other instruments,
for bars 1 to 6, is alsoin F. Thisis determined by the pentatonic pitch set they use.
Therefore the melody that Prasidthikun has sung differs not only from that of Durijapraniid
but also from those of the instrumental parts. This practice, though not common, is
acceptable amongst singers because the vocal and the instrumental parts are not performed
simultaneously, but alternately, and therefore the "tonal collision" is not obvious.

To sum vp, Tanese's formulae, though they can prove difficult to use in certain
instances, as discussed, are ultimately useful even for non-Thai traditional singersin the
majority of cases to be able to discover the pitch-level of a vocal melody, and seem
particularly interesting in the tracking of metabole within a piece. It should be remembered
that all of her work in this sphere took place within the pentatonic pitch set, and much new

work remains to be done by future scholars in the areas of hexatonic and heptatonic pitch

set melodies.




Chapter 4

Poetic Form and Word Positioning

4,1 Kban

Most traditional Thai songs, both folk and classical, make use of the &bozpoeticform,
in which rhyming is the most significant feature. This poetic form had been used amongst
commoners for centuries before it became part of court literature at the end of the
Ajudthajaa period; priorto that court literature only made use of the sy &iab, Kizloog and

chazpoetic forms (liawstiwoy 1995:32-3), The present-day forms of &ozcan therefore
be said to be adaptations of the forms of £%ozused in regional songs acquired by the court
poets. Itis true to say that flexibility was an important feature of this genre, i.e. the number
of syllables in each line and the rhyming positions were variable. The poetic férms of these
songs gave birth to a new and more popular type, known later as &bozpeed which had a
more rigid thyme pattern and a less flexible number of syllables. This kind of &boz is
known by many other names, e.g. &/oaz suphiab("polite" ko), &loon seephad &aon
for seephas), Koonlunnam( kooafor songs) etc. liawsiiwor) (ibid:33) claims that before
Kloondeveloped and was informally categorised, the commoners' repertoire had been
known simply as pi/ecywhich means “songs”, examples of which were phlecy Lom dég
(lullaby songs), phleeyryya(boat songs) and phlecy sov &hwan(songs used to call back a
wandering spirit).

Sigkhakooson (1983:53-54) divides the &boz poetic form into two types: &/aoz hog
and &oon peed The words £dg meaning "six" and pdedmeaning "eight refer to the

100




number of syllables in one phrase or wdg; where four wegmake up one stanza. The form

of &loon hidg is illustrated as follows:

Example51: K/oon hdgform (0 = 1 syllable)
00 00 00 00 00 00
00 00 00 00 00 00

The most common type of &/ooz used in Thai court singing is, however, the &bozpsed
and because it is so popular people typically use the terms &loorand &loonpéed
interchangeably. Example 52 shows the standard form of &bonpéed.

Example52: K7ooa pésctorm (0 = 1 syllable)
000 00 000 000 00 000

000 00 000 000 00 000

This complete stanza is known as a &0d and therefore one &0d contains four wdgr The
first mefg is called saddd("listening™)*3, the second r#6("accepting"), the third ooy
("supporting") and the fourth sog("passing on"). The 4de canalternately bedividedinto
two &dad or lines (with one line consisting of two wefg). In turn, a single wdg canbe

divided into three groups, et us call them g1, g2 and g3, as follows:

Example 53: Divisionof a wig
000 00 000 000 00 000
gl g2 g3 gl g2 g3
Klonpoetry is usually presented, when written down, in the above form: two weg are

presented in one &dad with the wegseparated into its three groups by gaps (Ex. 54).

43 Some scholars call it su/iéwhich means "swapping".
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Example54: Kihvachiy Khiapheea traditonal poem used in the song "Kh$sgmoon Baag
chaagll

caw [y noon  s3onphim krathiam tdm  ded 'ba/boon chdon ndam 1l iy iy
pﬁuﬁﬂfm Mgy cAW gy phil jag kbasy  kheen sdij khiod léew phrd aon noon
Dividing a meg into three groups is the most important rhythmic feature of &o2z. Whena
poem is being read aloud, g1 and g2 of each #4g should betreated as one unit leaving a

small gap before g3. For example, a wie from the poem "Wiwaa Phr4 Samud”, would be

read in the following way:

Example 55: "Wiwaa Phrd Samud" (The Marriage of the Sea God) by King Rama VI

Py )y ey

’ ’ ’ / .
[daj jin kham][sam-niiag] [siiag sa - n3]
gl g2 g3
Traditionally, g3 is the quietest group, and while there is no known reason for this practice,
it may be because the beginning of a weg(gl + g2) usvally contains one concept while g3

is usually the modifier or "conclusion" of the concept. For example:

Example 56: (ibid)

aliy yen Kfram .s‘:zmng . Silag sand
Hearing your voice speak ... a pleasing sound

or

Example 57: "Inaw" by King Rama I

cyy phasjmiaa 3¢ chom ... seepbulin
[She] Opens the curtain to admire ... the moonlight

This poetic rhythm has influenced word positioning in court songs, so that g1 and g2 are
put close to each other, whilst g3 is always separated from the other two by _pyaur. This

will be iltustrated more fully later.
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While &/oan fogalways has six syllables per line, strange as it may seem, &boupeed
can contain anything from six to ten syllables per line. When &boais sung, each multi-
syllable word should be, in principle, sitvated within a single group (g). However, singers
sometimes split multi-syllabled words over two groups, thus sacrificing the meaning for
the sake of poetic form. An example of this can be seenin the lyrics taken from the play
lndwused for the song "Thajooj Khaméen" (Ex. 58):

Example58; Zzdwby King Rama II used for the song “Thajooj Khameen", sz clvin,
thoon 2

buldn sogklod modrskiiy

gl g2 g3
The moon is shining brightly - no stain upon her,

myyaa ca chouan biajlii- Ias pay
gl 82 g3
As if she is persuading me to carry - on my journey.

In a singing performance, the gap between g2 and g3 is lengthened; the word Zag
meaning "to move", is thus split noticeably apart, half in g2 and half in g3. As aresult, the
meaning of the word is not hnxﬁediately realised after g2 is sung because the sound /' does
not have any meaning i)y itself - the audience has to wait until the singer finishes singing
g3 before the expressionis complete. There is a danger that by the time g3 is sung, g2 will
have been forgotten and the meaning obscured. For some lyrics, the singer might add extra
words to the wsgin order to make sense of it, but in this case, because the poem is so
beautifully written, changing it would seem impossible without ruining its perfection; most
singers would therefore leave it untouched. Most audiences know this poem very well, so
singers would not be too concerned on this point.

Apart from the rhythm, another important feature of %0z is the rhyme, which can be

divided into two types: saaiphdd nay"inside thyme") and simphad 252 (" outside

rhyme").




104
Simplidd mayis a rhyme that links words within a mg. Itis optional but makesthe

poem more taut. This kind of rhyme takes two forms: sdmphid dgsoon(the repetition of
consonants, smular to the Western concept of alliteration) and samp#ed sard (the rhyming

" of vowels, similar tothe Western concept of assonance). Samp#dd dgsooais achieved by
the use of at least two, but maybe more, words that begin with the same consonant.
&:Ep&zﬁd&mﬁs achieved by the use of at least two, maybe more, words which contain the
same vowel (this means of the same length also, as vowels of different lengths are
considered to be different vowels) but usually with different speech-tones. (See Example

59.)

Example 59: A wegfrom Khvachday Kbugpheen. (The broken line links the words with
samphad dgsoomwhile the solid line links the words with samphdd sard)

- ¥

---------

v ¥ ! 7Y
idcike cit waathooy ndag phit aa phit cam aa E)f;'?iﬂi?g df?;{/’[.&(@'ﬂiay

.[Zidcl‘féi;? clhiay kra-ref m:mp{f&'gpfggy 90 myy Klfam IWWJ:WA'&JX@ Jou kiilitb kb"{ésy

[ e QPGSR U Wy S P |

Samphid nooelinks two separate, consecutive wifg within a stanza. It is compulsory
and its pattern distinguishes £2222 pe/ from other kinds of poetry. It is made by the
repetition of the same vowels but with different speech tones; the length of the vowel is not
important. Exceptionally, these vowels can share the same speech tone. A final rule is that
the last syllable of wdg | must never share the same speech tone with the last syllable of

weg 2. Example 60a shows a pattern of external thyme for &/lon péedinatypical stanza,
including the rhyme that links two stanzas together. (An arrow links a possible rhyme

between two syllables, with alternative rhymes indicated by broken lines. )
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Example60a:
1st stanza fa 17"
000 00 000 000 0§ 000
4
000 00 008 000 00 000"1
S, - ¥
2nd stanza ———
000 00 00 000 00 000«
¥
000 00 000 000 00 0006
L S W
A real example would be: «-J

Example 60b: "Kaakii" by Cawphrajaa Phrakhlas used for the song "Coorakhée Haay)
Jaaw" ( saam clizy, rhyming syllable shown in bold

1st stanza K -3 ) .
iy Kreeg oy nardn  pia na-réed an cyyay déed Kvag kray mabdy sa 3812

an maa-gob cob ceen sakaq pﬁﬁ—ag; Mm_/'.m:fég/'mfa miy méad bLéf maa mir

2nd stanza $ - 3
thas koo pen  plajan kirivd Odom déed  wisqplhéed phog réy- aﬁ:;odgsg

aaw sathdn phimaan zﬂzhp%u pﬁ?ibwmzm{}' Obrom Siagsom mad

The other poetic forms that are occasionally used in song are 48, cluia and &hloog
The first originated in China, while the other two come from India. Of the three, izt
poems are the most frequently used. Originally, the term £dabjust meant poetry in general,
but for Thais it now indicates a specific form. This form is superficially similar to that of
Koz but with a different number of lines per stanza and different rhyming patterns. Of the
Indian-derived forms, the significant feature of ckdzis the positioning of two kinds of
vowels, £4drv (heavy vowels) and /afe(light vowels) to make up a strict pattern. It also
makes use of archaic words from Pali and Sanskrit, which are difficult to understand and
thus make it more suitable for reading aloud than for singing. Finally £#/oogagain has

similarities to £Z27but with its own distinctive patterns of syliables ( £#az4) and rhymes




106
( simphid). Although there are many forms of &in¥ chinand &kloog only those few that

are compatible are chosen for use with Thai songs.

4.2 Word positioning of lyrics in the &/aozform for phleeyndatbab probsy

Fhleey niathdb probidr'is a kind of Thai court musical repertoire identified by the
rhythmic pattern that it uses; this pattern is kno§7n as aidallib probkif Narkong (1992:52)
writes that itis "the standard and popular zatbap| adathédl vsed to accompany a large
number of entertainment repertoire [pieces] for both concerts and dance drama". The
popularity of phleey ndathdb probkdss so great that it overshadows the other repertoires
and makes them seem less important. Alsobeing a "standard" repertoire, as mentioned by
Narkong, musicians almost always refer to phleey ndathdb prob&iy when seeking to
explain the significant characteristics of Thai music. This might be one of the reasons why
most academics including Morton, Tanese, Ketukaenchan and Sitkstone have chosento use
phleey adathdb prob&idras the main repertoire for their studies.

Theterm probdsdralso refers to a type of folk song from the central part of Thailand
known as phleey probizirwhich was popular during the 18th century. These old folk
songs, because they share the same name, are believed to be the original form of the pilecy
ndachdb probkdArom the court tradition. Montri Traaméod is responsible for this
supposition. He illustrated the similarity between the rhythm of the chorus ( /dyg &40 of
the folk songs and the rhythmic pattern of the zgp4dog the mostimportant rhythmic
percussion instrument of court tradition. Narkong (ibid:52) is not quite convinced by this;
he says: "...itis strange that the drum's pattern does not really fit or sound like the original
chorus pattern at all, except that they remain the same length ...".

LPhileey adathdb probdgr{together with most Thai repertoires) are divided into self-

contained sections known as &o2z. Each ##0oais made up of its vocal version followed by
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itsinstrumental version (or the instrumental version by itself but never just the vocal
version). The length of a #452z1s measured by the number of cagwa(thythmiccycles)it
contains. Thai musicians classify phlecy adathdb prob&dpy the number of cagwed in the
first #oom0f a song, e.g. phicey sooy cagwd(two-cycle songs), phlecy siam cagwd
(three-cycle songs), phlecy sif cagwd(four-cycle songs) or phileey peed cagwd(eight-
cycle songs). It is important to know that the standard number of rhythmic cycles for
Plleeq néathdb probkdss four, and when asked for an example of word positioning,

singers always use phleey sif capwe(four-cycle songs) as illustrations.

4.2.1 Word positioning of lyrics in the &bosform at the saam clidevel

A thoon usually makes use of one line of poetry which, as stated previously, canbe
split metrically into two wdg. If the #4350z consists of two cagwd adatkibor cagwa
(thythmic cycles), there will be one cycle per meg. This is found in the third oz of the
song "Coorakhée Haag Jaaw", where the Lyrics have the following pattern:

Example 61: "Coorakhée Haay Jaaw" [AM], swam clvin 3rd thoon

maandh cob ceen sakaa phanan Kby masg-mén mog-méad béy maa mis
gl 82 g3 gl 82 g3

Ist cagwé

o +
| cob | ceen |

o +
| sakaa| phanan |

0 +
| moy | maad |

| hajmaa| mii |




This pattern (Pattern 1) is the most common found in Thai singing, where g1 and g2 fit
into the first two quarters of the caywd and g3 occupies the final quarter (the third quarter
is filled by ppaz). Multi-syllable words are sung close togetherin order to mimic speech,
as in the case of ad/-mdn and muiy-méiadinthe above example. Suntharawaathin,
however, stated during privafe tuition in 1986 that this phenomenon is a modern one and
that in the old days singers "always sang the syllables on a strong beat", which separated

them artificially. Thisis shownin example 5 below:

Example 62: "Coorakhée haan jaaw" [AM], saam cliz 3rd 2492z old style

mandh cob ceen sakan phagin Lrsyf mday min my miad i mag ol
gl g2 g3 gl g2 g3
Ist cagwd
Y + o] +
| |  maa| | noéb | | cob | | ceen |
o + o +
| | l | | | sakaa | | _phanan |
2nd cagwd
o + 0 +
l | khrajmaaj] | man| |___mog] |__maad |
o + 0 +
| | | | | | _hajmaa | | mii |

In this way, singers could insert more yyaz betweenthe c#ig and c4edb strokes in order to
elaborate their singing. Such Fyuz is classified by Tanese (1979) as "inserted Pyuz".
Because of the love of Fyug even today singers sometimes use this "old style" in order to
be able to insert more Praz

This practice of inserted yyaz commonty occurs at the sdaz clitz level, where the
singing is slow and the gap between chiyand chidb strokes is relatively long. This
contrasts with the original 5907 ckia level, where the singers have to sing faster and the
rhythmic cycle is shorter by half, leaving little time for pyaa. The following figure shows
the same lyrics sung at 5007 ckdz level:
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Example 63: Shows the same lyrics as the above example when positioned in soog ckda
level

Ist cagwd
o + o + ) + o +
| maa | néb | cob |  ceen | I | sakaa | phanan
2nd cagwd
0 + 0 + 0 + o +
|khrajmaaj man| még| maad | | | h4j maa | mii |

In Example 63 above, thereis no y‘ma inbars 1,2, 3,4, 7 or 8 but there is a short
section of Ppaz in bars 5 and 6 of both cycles. Both the sdam clidn and the sooy chida
versions represent Pattern 1 (there are three altogether), where words occupy only the 1st,
2nd and 4th parts of a cycle and fpaz makesup the 3rd pact.

Pattern 2 is where one wwe of lyrics is used over two cugwd. The following example
shows the second &9z of the song "Bulan", which consists of four caywa and uses one

line (two mg) of lyrics.

Example64: "Bulan" [R1], swam cfin 2nd thooa

sop klod mod meeg phrads phaa seeg can cdb seey rod sog
gl g2 . 8 gl g2 g3
Ist cagwd
0 + 0 +
l | i | | | sog | [ kiod |
0 + o +
| | | l | | mod]| | méeg |
+
| |
+
| phan |
+
| chan |

cab |  svey |
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4th cagwa
o + 0 +
| I I I I I I |
: o + ) +
L | I I | I | _rod|  sog|

The above transcription illustrates that the last group of syllables of a mufe (g3) is
always situated at the end of a cagwa. It also shows that when a w#g is used for two
thythmic cycles, the space between the three groups within the g is roughly doubled
from Pattern 1. Therefore, it can be said that Pattern 2 is an expanded version of the first
and is made up of two caugywd.

Singing one g per two cycles canresult in yet another system of word positioning,
Pattern 3. This can be seen in the song "Héeraa 1&n ndam" (Ex.65) where g1 is situated in
the second half of the 1st cagma(not at the end of the first half as in Pattern 2), but g2 and

g3 remainin the same place.

Example 65: "Héeraa 1én naam" [RS], sdam cliiz st thooa

&id thyy nid budsabaa Sog man ndy bon banlag liam phia nia sipkhoon
gl 82 83 8! g2 g3
st cagwi
o + 0 +
L | | I I I | l |
) + o +
| kid thyy | I nud | | | bud-|  sabaa |
2nd cagwd
o + o +
I I | | I I I |
o + o +
I | | | | | 2og maa | nay |
3rd cagwd
o + o +
| | I I | I | I
o + o +

| bon] | banay | I | tiam| phaa|
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4th cagwd
o + 0 +
I | I | I I | I I
0 + 0 .ot
I I | I I | |  naa | sinkhSon|

The three main patterns that have been mentioned are the basic systems of placing
words into phleey ndathib probkdy However, when the number of caywdcannotbe
divided by two, more than one pattern occurs in a ##o2a. For example, when a &z

consists of three rhythmic cycles, Pattern 1 and Pattern 2 can be combined as follows:

Example 66: "P¢" [R24], saam clin, 1st taoon

&hid paj capbagy may waay soog myyan dyyan dab 1db [oog miylee bea
gl g2 g3 gl 82 83
Ist cagwd
o + o +
I | khid | | paj | I I caj|  hasj |
) + o +
I | I I I I | majwaaj|  soog |
2nd cagwd
o + (o] +
! I | | I | my-dyyan| | dab |
o + (o] +
I I I I I I I lab | 1éog|
3rd cagwd
o + ) +
I I I | I | I | |
o + 0 +
I I I I I | | _maj les | hén |

The above example makes use of Pattern 1 for the first caywa and Pattern 2 for the

second and third cagw4. Itis also possible for this to be reversed and for Pattern 2 to be

used first, followed by Pattern 1 asin the next example:
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Example 67: "Khésgmoon Baanchaay" [R12)], saum clidn 3rd thoou

ciw lyym aoon  sooa phdum  Krathim tin déd bajboon chdon mdam hilriy Bay
gl g2 g3 gl g2 g3
Ist cagwd
o ‘ + o) +
| I I I I | | caw Lyym | noon |
° + 0 +
| I | I I | | _sdon | phtm]
2ad cagwa
o + 0 +
L | | I I I | I |
o + o +
l I I I I | keathtm|  tam |
3rd cagwd
0 + o +
| I | déd | bajboon | | chson | ndam | |
Q + (o] +
L I | I | I | chiicdj | faaj|

Another combination of patterns canbe seen inthe 3rd z#sozof the song "Sdarathii", where
there are five rhythmic cycles, sung using two lines (or four weg): Pattern 1 is used for

each of the first three rhythmic cycles and Pattern 3 is used for the 4th and 5th cycles as

shown below:

Example 68: "Saarathii" [R26], swaz chiz 3rd thoon

méen chagy day didj fov pea kv khroog canéeb ndoy chosjchid sanld sanom
gl g2 g3 gl g2 g3
phircajiu sturdg méyreem clom i iy lom Juwey #1325 jdamooy caf
gl g2 g3 gl g2 g3
Ist cagwd
o + o +
| | méen chaaj] | daj | | daj | jou | I

o + o +
I I I I I I |pen khou| khroo |




2nd cagwd
o + o +
| | ca ndeb | | nsoy | | chaaj | chid | ]
0 + 0 o+
| | l | | l | sanid| sanom |
3rd cagwd
o + 0 +
| | phiil | cajou | | | sbu|  rag |
° + 0 +
| | | 1 l | majreem | |  chom |
dth cagwd
o + o +
L | | l l | | | I
o + 0 +
| | | mi chaj | lom | | |  luvag | ndon |
Sth cagwe
0 + o +
| | | | | | l | |
0 + o +)
I I | | | I | jaamdon | caj |

There are examples, though not many, when a 230z consists of six cagwe and one weggof
syllables therefore has to be extended over three cgwd. Inthis pattern, Pattern 4, each

group of syllables will be sung at the end of each cagwarespectively as shown below:

Example 69: "Bulan” [R1], sduz chdn st thooal

Kbrsin Kbt somthayaa rastrit kaaa cyy poeymian Oog chom seey-bilin
gl 82 g3 gl 82 g3
Ist cagwa 0 + 0 +
| | l | | | I
| | 1 | | | | khran| kham|

L_.O
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rd cagwd o + 0 +
I I I I I | i
I I I I I | reawii | | kaan |
4th cagwa o + 0 +
| L | I I I |
I I I I | I lcyg péej | méan |
Sth cagwa 0 + 0 +
I I | I | I | I
| I | I | I |  ocog| chom]
6th cagwd 0 + o +
I | I I I I I
I I | I | I | stey| bulan]

It should be noted that Pattern 2, 3 or 4 will be used for the Ist cagwd if thereis a biw
melody at the beginning. Otherwise Pattern 1 will be used.

So, to sum up the rules of word positioning in phleey probkdy séam chin
A t#52a usually makes use of two g which is one line of poetry, and
contains at least two cayw(the longest t4oon for probky songs contains eight
canwa.
Lyrics are grouped in the same way as in a poetic text, i.e. a wag is divided
into g1, g2 and g3. The system of word positioning, for the purposes of

analysis, is based on the positions of these three groups within a foaz

When the number of cagwain a t4sonis an even number, i.e. 2, 4, 6 or 8, only

one pattern of word positioning will be employed.
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When the number of cagmwdin a 4524 is an odd number, i.e. 3 or 5, two

patterns of word positioning will be employed.

Each caywad will have some lyrics positioned at its end. Itis extremely rare, but

possible, for a caywd to contain no words at all.

A weginthe Lbonpoetic form sung over one cagwd will be positioned

according to Pattern 1.

A weg inthe &boapoeticform sung over two cagwd will be positioned

according to either Pattern 2 or Pattern 3.

Pattern 3 appears to be used only for songs in the £#dgg (Indian or Javanese)

style.

A wig inthe Lbogpoetic form sung over three cagwd will be positioned

according to Pattern 4.

Usually, the number of wggwill be the same at each level of a song. If the melody is
reduced by half, from s#am chinto 520 chin the word density will double and less Fruan

will be employed. Consequently, thereis hardly any pyaz atthe chdz diawlevel because

most of the space is occupied by words.
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4.2.2 Word positioning of lyrics in the &loaform at the 530y chdalevel

Atthe .5'.;5:9{,' chdnlevel, each t45on makes use of two wdg A cagwad of phleeyadatbib
© prob&ddy contains eight bars with a c#ybeat falling on every odd bar, and a afdb beat
falling on every even bar. The shortest melody found in phleey ndaibdb probksiy contains
two cagwd The lyrics for a melody that contains two cagwiare positioned in the following

pattern, Pattern 1:

Example 70: Pattern 1: the song "Khseg Boorathéed" [R8], sooycldz st t4ooa (Lyrics by
King Rama VI)

phiidthaa- auphdab aam phon &dad sdn- phamogkhon a3y iy
gl g2 g3 gl g2 g3
o + 0 + o + o +
|  phud thaa | na-| phaab | | | nam|  phon |
o + ) + o + 0 +
| kdad | san-| pha mogy| khon | | | n39j|  jaj |

Songs that contain four cagwd the commonest number for Thai songs, use Pattern 2 as

follows:

Example 71: Pattern2: the song "Weéedsukam" [R34], soogchdn 1st thooa (lyrics by King
Rama VI))

silipakam nam caf biysdapsoog  chivay banthaw thig naf ldog by hyved by

gl g2 g3 gl g2 g3

o + 0 + 0 + o +
| | | sin-| lapakam | | | nam] caj |

0 + o + o + 0 +
| | | | | | [haj saag|  soog|

0 + o + 0 + 0 +
| | | chtuaj] banthaw | | | thug | naj l6og|

o + 0 + ) +

o . +
I I | | l I | bajhyyad|  haaj |

A variation on Pattern2 occursif there is a 74w melody atthe beginning of the cagws

- Praawill be used here. A wdw melody at so0g chda level covers four bars, half of the




cagwd, therefore, the words (g1), which are supposed to be sung here, are displaced to the
next two bars. In the example below, there is a 44w melody at the beginning of the first
cagwdand again at the beginning of the third cagwd and each time g1 of the wegis
displaced in this way:

Example 72: Variation on Pattern 2; the song "Khdeg Saj" [R17], soog chéa, 2nd thoon
(lyrics taken from the "Ramayana")

doon riay taaum chasy phansawan waghiy Klajban- aa-sdialag
gl g2 g3 gl 82 g3
o + o + 0 + 0 +
| | . | | doan| raaj|  taam| chaaj]|
0 + 0 + ) + 0 +
l | | | | | phanaa-|  wan|
o + ) + 0 + o +
| | | | wan| haj|  Klaj|  ban-|
o + o + ) + o +
| | | | | | na- saa-| laa|

Whenthereis a &dmwmelody atthe beginning of the first cagwad but not at the

beginning of the third, a combination of the variation and Pattern 2 is used:

Example 73: Variation plus Pattern 2: the song "Naag Naag" [R19], soogcldn, thoon 1
(Iyrics taken from "Kaakii")

&honthan Khrsta hén  krug krasdd céegrakhid chanyaded dag baakian
gl g2 g3 gl g2 g3
o + 0 + 0 + o +
| | | | khon| - than|  khran| hén |
0 + 0 + 0 + o +
| | | | | | krug] ka-sad|
0 + o + 0 + o +
I | cton|  rahad| | |  chaajl néed |
0 + 0 + 0 + 0 +
l l l | I | dag| banhaan|

In rare cases when a #4522z consists of three cagwawith a 44w melody present at the

beginning of the first, a combination of the variation on Pattern 2 together with Pattern 1

will be used (Ex. 74):
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Example 74: Variation of Pattern2 plus Pattern 1: the song "Khéegmoon Baagchaan'
[R12], soogchin 3rd thooa (lyrics taken from "Khinchaang Khinphsen")

man log chosy Khun chiay chiay choon &dod thoon- sugsdg samkhan khoa
gl g2 g3 gl g2 g3

0 + 0 + 0 + 0 +

I | | ] {maa log| cheen| | khinchaad
0 + 0 + 0 + o +

| | l | I | | chaag| cha-3on |
o + 0 + 0 + o +

| kood|  thdon| sun | sag| | | samkhan|  khon |

When a song contains more than four cagwd one cagwdoften contains no lyrics or has
extra Iyricsto fill the customary place at the end - this is especially true of the final cagwe.
These extra lyrics are known as &ham s33/. When a song has six cagwdor more, both
these features appear as in the example below, where the second cycle is wordless
(contaixﬁng)'fy:w) and where two extra words, " cfwa3/", are added to the sixth caywd

Example 75: The song "Khéegmoon" [R10], soog chdn 1st thoon (lyrics taken from
"Khinchéan Khinpheen")

Liw Khwaam fanmaa pramia Kova wéa thuva-bvva sim f37 wej aay mog
gl g2 g3 gl 82 g3

0 + o + 0 + 0 +

| [ | | | law | khwaam | fan | maal|
o + 0 + 0 + o +

| | | | | | | | |
o + 0 + 0 + 0 +

| | | | | | | pramaa |  kiuual
0 + ) + 0 + o +

| | | waathuun] hiva | | | sum | faj |
o + 0 + o + o +

| | | | | | | wajnaj |  mog|
0 + o + o + 0 +

I I I | I | | caw |  o9j|
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4.2.3 Word positioning of Iyrics in the 4Zoaform at the sz diawlevel

Atthe ckdn dizawlevel (one chdbper bar), words are positioned following three patterns.
However, only the first two patterns reflect the rhythm of the &Laspoeticform (g1+g2,
gap, g3). Pattern 1 is used for songs containing two cagwd using 1 wdg as below:

Example 76: Pattern 1: the song "Khéeg Boorathéed" [AM), chun diiaw; 1st thoon(lyrics
taken from "Khunchaaq Khunphoen")

soopmpy Koodphuva héftvva néen

gl g2 g3
© + 0o + ©0 + 0 + 0 + © + 0o + 0 +
| sdo1) | myy | kdod | phuva | | | hajtuvalnéen ]

The same pattern will also be used for songs with four cagwathat use 2 weg(Ex. 77):

Example 77: Pattern 1: the song "Khéegmoon Baanchaan” [R12], e diew; 2nd thoon
(lyrics taken from "KhUnchaan Khunpheen")

tidaspldaw Kboo phir aif Khdad pon sdn plig lgg iy st phir con
gl g2 g3 gl 82 g3
°©o + ©o + o + o + o + ©o + o + o +
| taaj | plaaw| khoo| phii | | | nii khaad | pon |
©o + ©o + ©o + 0o 4+ °©o + ©o + ©0 + © +
| | san pldg|  toglcip | I | si phii|con |

Pattern 2 is used for songs with three caymausing 1 wge(Ex. 78):

Example 78: Pattern 2: the song "Khssgmoon Baagchaay” [R12], cudn diaw; 1st th3oa (lyrics taken
from "Khinchéan Khlnphsen") [ibid. ]

thinman (pyn  Ahyn ben  phiy coub ciw
gl g2 g3

© + © + ©o + O + 0 + 0 + ©0 + 0 +
| | | thaa. thyn | khyn hen | | | |

©o + o0 + 0 + 0 +
| |  phii coub { caw |




Pattern 3 is used for songs with four cagwsusing 4 weg(Ex. 79):

Example 79: Pattern 3: the song "Ngtiaw Ramlyg" [R20], chiz dizaw; 1st thooa(lyrics by
Khogsag Khamsirl)
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&30 plrsiog  saded damiroy  saweedlachid sir! sawdd pliphdd phoem chalsem su
g1 82 g3 gl 82 g3
carsen plrsichon phansia kwda r397pid sdnphdpha jiami maphéw phaan
gl 82 g3 g 82 g3
O + 0o + O + 0 % o+ O + 0 4+ 0 +
| kb3 phré og | sadéd damrog | saweed |tachad | sirl sawad | phiphadphdm | chaloam | st |
0O + 0 + ©o + o + o+ 0 + 0 4+ 0+
[ carsonphea...| phan saa | kwaa rdoj | pii | sanphaphaj | jaa mii| maaphew |  phaan]|

Pattern 3 is also used for songs with two cagwausing 2 wee(Ex. 80):

Example 80: Pattern 3: the song "Khéeg Boorathéed" [AM], ahan dizaw; 1st thooa(lyrics
taken from "Khunchaan Khinphsen")

soogmyy k3od phiva héftuva nésa Lhugpheen jim 39 599 sakid

gl g2 g3 gl g2 g3
0 + 0 + 0 + o] + o) + Qo + 0 + ¢} +
soon myy | kddphuua | hajtuua | neen kiunpheen | jim jdog | sdog sakid l
g

It is interesting to note that Pattern 3 is not considered ideal by singers, as the words are too

crowded together, making the performer feel clumsy and the audience uncomfortable.

4.3 Application of word positioning of lyrics in the &oasform to the other poetic forms

The other poetic forms such as 48 chdnand kbloogare only used at the sooy chudn
level, moreover only some types of these forms are ever used in songs. These forms have
different word groupings from each other (and of course from &/a07). Prasidthikun

(1992¢:125) says that "when singing lyrics that are in the &isb &hloogand chinforms, we




must take the word positionings used for &azinto consideration”. For example, a type of
Larbpoetic form known as &dab chabay sibhdgcontains sixteen syllables as shown in the
following lyrics:

Jaam jen Iéamm  sim rsan sap-kbitd khib-Rhian

banthooy riroay Kaagpleey

00 00 0 0

These lyrics have been taken from the play Ng Pizand set to the tune "Naang Naag". The
whole line is treated astwo g of &/20z but with two extra groups of syllables present:
banthosy and rdrasy. These extra groups are putin between g2 and g3 of the second weig;

replacing the Prazpart that would be used in a song in the &osform, as follows:

Jaa jen régrmm  sdat raaa sdp-Kbitd khab-Kbdaa
gl g2 g3 gl g2
ban-theoy rd-reag Kaag pleey
(extra group) g3

In song form they appear thus:

0 + o + o + 0 +

| | | | | jeam| jen| ten| ram]
o + ) + ) + 0 +

| | | | | | | sam|  raan|
o + 0 + 0 + o +

| 1 | san-|  Kkhiid | | | khab|  khaan|
o + 0 + ) + 0 +

| | banthoayg | réroan) | klaag| |  plseg|

Whenlyrics areinthe cizpoetic form known as maazinii clida where the number of

syllables is the same as inthe &iab chabayg sibhdgform (16), the words will be grouped in
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a song in the same manner (even though the word grouping is different when the poem is

read).

Example 81: "Mahaa Raag" [R18], Lyrics written by Princess Maha Chakri Sirindhorn

sog kbvm khéed-khidn- tha-monthon dib rdon phdon proa
gl g2 g3 gl g2
priadilfe thampon biidbas
(extra group) g3

) + ) + 0 + ) +

l | | | | son| khem| kheéed| khan |
o o+ o + 0 + 0 +

| l | l | ! | tha-mon| thon |
0 + o + o + 0 +

| | dab] r5on | | | | phdon]| pron |
0 + 0 + o + 0 +

| praad|  thog]| | thamgon| | bii-| thaa | |

Below is an example of £4/00y sz where the stanza is divided into four lines with each

line divided intotwo main w4 as follows:

00000 0 0 [0 0]
00000 0 0

0000 O 0 0 [0 0]
0000 O 0000

The first wegof each line contains five syllables (sometimes including two-syllable units)

which are treated as one unit rhythmically, whenread aloud.

Example 8: Lyrics from the poem "Sindaareelda"44 by King Rama VI

than day cdw avm clyyva chaon aaay

néeb k3 khvu kaa pllasy — sétén

phvvdiy séedidul tiag cab khov kaa naa
tén sanlg afoy KMiand wén - sanig nda  ryy saam

When these lines are sung to the tune "Fardg Ram Thaaw", the rhythm of the poem will be
changed to follow the word positicning of 4Zoozas follows:

44 This was inspired by the Western fairy-story "Cinderella".




than day
{

neeh k3

{En sanvg
gl

cidw nom chiyya
g2
khiy &an phiaay
g2
seedthir tiag
g2
289y Khand wen
g2

choon naay
g3
seén
g3
cib kbou

(extra group)

sanyg ndn
(extra group)

e ags
g3

Lyy sl
g3

Example 83: Transcription of the lyrics sung to "Farag Ram Thaaw" [R4] by Carsancaj

Suntharawaathin
st &ioon
0 + 0 + 0 + o +
| | | | | |  than|  dej |
o + + o + o +
I |cawnim |  chyyal | | chsen |  naag |
0 + 0 + 0 + o +
| | nssb | k3 | | | khoukan |  phlaag|

0 +
| s¢ | tén |
0 +
[ khoukan | phlaay|
0 +
| 58 | tén |
0 +
|  phou | dii |
0 +
| seed-thii | taag |
o +
| | |
+ 0 +
khiu | kan | naa |
o +
| tén | sa-nug]
+ o +
n%2j | khana | wén|
o +
| I |
o +

123




124
4.4 Word replacement (with special reference to £uzan /en sighrawis)

As mentioned previously, it is common for Thai traditional singers to encounter new
sets of lyrics which they have to graft onto already existing melodies. This is why singers
who want to enter the Fine Arts Department (or to be promoted) have to pass a test that
covers this ability. In the early days, these tests were not formalised, so that they were
sprung on applicants with no prior warning, giving them a nasty shock. Sudaa
Khiiawwicid, a former singer with the department, recalled her experiencesin abook

published to commemorate Prasidthikun:

Whenl applied for a test in orderto be tranferred from cfén tref [class 3] to chdn
thoofclass 2, the next class up, class 1 being the highest], I was unexpectedly
asked to sing the tune "Théeb Banthom" with a new set of lyrics. Such a terrible
surprise made me nervous enough almost not to be able to sing, but eventually
after a struggle, my performance proved just good enough to pass the test.

([Prasidthikun] 1992a:53)
This ability to adapt is required especially of Fine Arts Department singers, due to the fact
that they so often have to sing the songs for a new play (or a rearrangement of an old play)
where new sets of lyrics have been written, or old sets amended. Traditionally, already
existing melodies will be selected, stripped of their "traditional" lyrics and put to use, rather
than using newly composed music. It should be noted that traditional melodies have
different "original" lyrics depending on the singer, their school of music and their teachers,
with no single version being universally accepted as the standard one by everyone,

An interesting area which illustrates the skills of word replacement is known as £z
lén sigkrawag literally, "the playing of sigkrawaa" (the word sighrswazhaving no known
meaning even for Thais). Kaaz/lén sdgkrawaa or sdgkrawaaperformances canbe seen as
poetic games in which each poet tries to better the others in terms of the brilliance of his
spontaneous compositions. A famous story will be chosen, with each poet represeating one

character in that story. The newly composed poems do not have to follow the original




story. In fact, the poets are allowed to distort the story in order to mock others, or to create
topical jokes using current news stories, particularly thoseinvolving politics. Each poem is
read aloud by the poet and then handed over to a musical ensemble, which sets it to the
music of an appropriate existing melody and then singsit to the audience. While thisis
going on, the rival poets have time to compose their answering poems. These performances
are as challenging for the singers as for the poets, because they are singing "new" songs,
never before performed, with very little time to prepare. Sigdrsrwasis perhaps the most
difficult performance form for Thai singers - and one that doesn't suit perfectionists. Some
singers do not like singing in sgekrawaaperformancesbecause they need time to think
about new lyrics before positioning them in a melody to their complete satisfaction.

The original form of sdghkrawaawas a song game known as phleey rvya ("boat
songs'") where men and women exchanged impromptu verses sung as a courting dialogue.
This ritual originally took place in the flooded rice fields during the rainy season, when
agricultural work gave way to relative leisure, and was still known to be taking place at the
beginning of the 1%th century. Asthe name implies, the participants satin boats. A man
rowed his boat seeking the boat of a woman who took his fancy, then started a courting
song; the song could not continue unless the woman sang in response. Taking partin
phleey ryya required a quick wit, a rich sense of humour, a good strong singing voice, and
a gift for versification. Phlecy rppea was a commoners’ entertainment, whereas sigkrawwaa
appears to have been the preserve of wealthy aristocrats who could afford to employ poets,
singers and musicians. They were similarin that they both took the form of a dialogue,
made use of a single melody (a different melody in each case) and were originally
performed in boats ( sdg&rawagimitating phleay cyyain this respect). Sdgkmwaadiffered
from phlecy ryyeain that, firstly, all the players agreed to play beforehand, and the theme
of the story was fixed beforehand as well. Secondly, there was no exclusive or sexual
tension between two players since it was a group activity, where a woman could agree to

represent a male character for the duration of the game and vice versa. Thirdly, the poets
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did not sing their own songs, but employed a singer accompanied by cymbals and drums to

sing for them. Finally, there was a set pattern for the game of s{grwwaa which involved
aninitiation phase, the allocation of characters to the poets, the telling of the main story

. through the poems and the formal farewell to each other. In defence of the cruder pilexy
ryva it has been opined that although the poetic form of sig&rewaawas much more refined
than that of its country cousin, it was "less spontaneous [and] the singers merely sang the
words called to them by the versifiers” (ibid: 140), instead of making up their own.

Sigkrawaa performance was a major entertainment during the flood seasonin the
Ajtdthajaa period (1351-1767).45 Therefore, when King Rama [ established Bangkok
(1782) as the new capital city, a canal known as the &&/oogmalianidggwas dug so that
sdgkrawaa could still be performed traditionally in boats. Each boat would contain a poet,
a singer and a group of musicians. Sgg&rawasperformances were so popular amongst the
court that a large pond was built within the palace compound during the reign of King
Rama II (1809-24). Again during the reign of King Rama IV, two large ponds were
constructed within Saprathum Palace for the performance of sdg&rziwaa.

In the beginning, only the tune known as "Phrathoog” was used in sgekrawasa
performances to sing the story. It was only at the end of the performance, when the poets
were bidding farewell, that other tunes could be sung. "Phrathooy" contained a lot of Fyaz
and each line of each verse was repeated; this made it a long piece. The repetition gave the
first poet enough time to complete the rest of the poem, and for his competitors to compose
their replies. Inthe meaningful or "wordful" passages the melody had to be altered to
reflectthe speech tones; the semaatically empty pyagpassages left the melody unchanged.
Arunwéed (1995:49) said that the poets and the audience must have grown tired of listening
to the same song again and again throughout the performance, which was why, later on,

other songs were used in ssgdrawag with the song "Phrathoog" being preserved for the

45The earliest document that mentions performances on water is an old law from the reign of King

Boromatrailakanat (1448-63) prohibiting commoners from playing music in boatsin the vicinity of the royal
palace (Tramod 1991:9).
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inidation only, to pay homage to all human and spirit teachers. It was not until the reign of
King Rama V (1868-1910) that sigkrwwaaperformances began to take place on land, with
boat performances gradually declining (see Arunwéed 1995:25-9).

In the present form, the singing commands more attention than in the past. This is
mainly because the singers now sit in a separate unit from the poets, although each
character in the story still has its own singer. The singers need to know the nationality of
the characters they are representing, whether they are Laotian, Burmese, Cambodian,
Javanese or Thai, as this influences their choice of music. For example, if a Javanese story
s used, all the characters will be Javanese and Javanese-style music will be used
throughout. Sometimes several different "foreign" styles of music appear within one story.
On top of all this, questions of status are important: different pieces of music must be used
for royalty, servants or beggars. For instance, fast lively hearty music represents peasants,
whilst slow, stately music represents a king, queen or aristocrat. On occasion, however, it
is the name of a piece of music which dictates its use, as in the piece "Khaméen Laj
Khwaaj" or "chasing the buffaloes" - a job which no member of the upper classes would
be caught doing! In any case, choice of tunes is the responsibility of each singer.

In February 1995, a group of poets known as "Samoosdon Sajaam Wannasin" (The
Poetry Society of Siam) was invited to perform a Luan fen sigkrawaaat Chulalongkorn
University, together with a famous musical group known as "Woy Durijapraniid” directed
by Sudcid Durijapraaiid. The ensuing performance was videotaped, and I managed to
obtain a copy, later talking to some of the singers who had taken part. The poems writtenin
the sqgkrawagperformance were in the ooz pdecform, more specifically known as £z

sdgkrawaa, Kloon sdgkrawaadiffers from other kinds of &0z péedin that each poem
begins with the word sig&rmwagand ends with the word ag The story they performed was
an episode from the play Zza#w; a love story about a Javanese prince. Therefore, most of the
melodies that the singers chose were in the Javanese style, as commonly indicated by the

word &%deg e.g. "Kheeg Ramphyy". The introduction was the exception as the story




128

hadn't begun and so non-Javanese songs could be chosen. The performance lasted only
two hours, which was very short compared to the sggkrawaaperformances of the old days
which normally lasted for whole nights. Consequently, the poets didn't have much time to
write their poems, and the singers had only approximately two minutes to choose and
prepare for each song. In one instance, the singer Duvagnéed Durijaphan had only half a
minute to prepare because the poet had finished her line so late; this caused her to make
mistakes in the word positioning in her chosen melody "Khéeg Huuan". Itisinteresting to

note the resulting mis-positionings. The lyrics were asin Example 84.

Example &4: Lyrics written by MRL Oorachad Ssogthoos; sung to the melody "Kheeg
Huuan" [in RV1] selected and performed by Duvagnéed Durijaphan

sdgkrawaa bidsabaa oorachid seen kyyag kirdd m]émw maa Khsod khdon
wela om phéd saa-ov g’m{/ o rdon léew &hiid jFon ﬁoq;fz;m theewaalay

1246 dog mdy cagg naw coom cidw chiv  ria Liguapuy .srga’:zm raw caal o6y

méy whapea dogg mdy léy dogg mig iy Jom hdafcap jagméysin miy son aaf

Words in the first wufgof the poem should be positioned thus:

Example 85:
0 + 0 + o + 0 +
| [ [ ségkrawaa | budsabaa | | | 09| ra-chad|

But, because the singer had very little time to prepare, she made a mistake and positioned

these words so:

Example 86:
0 + 0 + 0 + 0 +
I | | sag | krawaal | | budsabaa | oorachad |

Once she had already sung the word sgg&ramug the singer realised her mistake and tried to
amend it by struggling to squeeze the word &odsibasinto a later bar. This mistake perhaps
occurred because in the twelve songs sung previously, the word s{gkrwwaawas sung

following Pattern 2 of the s90g chdnlevel, i.e. with sdgona chizbeat and &ramaaonthe
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following cfdbbeat, causing an expectation to be setup. However, Dilrij&phan's version
of "Kh$cg Huuan" always follows Pattern 1.

In general, in order to sing a new set of lyrics, the singer, first of all, must have a
secure grasp of the melody. It seems obvious that singers should choose to sing melodies
that they know very well. However, they sometimes pay too much attention to trying to
achieve harmony between the title of a prospective melody and the theme of a poem and
end up in disaster as in the above case.

Before starting to sing, singers have to divide each w#goiapoem into g1, g2 and g3,
as discussed earlier; this division doesn't have to follow the rhythm of the poem, but rather
must keep the message intact. Itis common for poets to write too many words for a wfa
and this makes them hard to divide correctly.

While singing, the singers have to refer to the original melody throughout the
performance, i.e. recalling word positioning, or whether the melody should be for words
or yyan. When it is an”ra/7part, they can sing the original version of the melody exactly,
but when it is a worded part, they usually have to change the melody in order to keep the
tones intact. The "new" melody of the newly written word is normally based on the original
melody of the original word, i.e. both use the same primary pitch. Examples of this can be
seen in Examples 87 and 88 below where D is primary pitch 2 (C = 1). The singer used
primary pitch 2 because it is the primary pitch that he learnt from his teacher, as shown

here:

Example 87: Siigkrnra™lyrics by Phrirjphan Sirjh&seenii; sung to the melody "Saam Saw"
[in RV1] selected and performed by Naroij Seerjhaan

kra waa sh ri jaa
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Example 88: The melody of the song "Saam Saw" that Narog Sceghaan used as his base
version, with lyrics from Kkunch&ujKnhunphevn

%:£

It seems, from my own performance experiences, that primary pitches can be deduced

c&w ra - ag n6 - oj “ynoonni-g Jy yy

from the original melody and converted to a new melody (preserving speech-tones)
"instinctively" by singers, as in Example 87 above. Here, Seeghaan deduced from his base
version that d" was the primary pitch ofthis section of melody, and used it to create the
Siigkmra™version. Singers, myselfincluded, have no need to resort consciously to
formulae, such as Tanese proposed, because throughout our long training as singers, the
mechanism needed for this skill has become so deeply internalised that we no longer have
to think about it in formal terms. Inthis sense, it is similar to the way in which native
speakers are able to adapt their own language to each and every social situation or
eventuality.

The melody that Sceghaan sang was accepted by everybody as a decent attempt, but he
still felt that he had played safe in his performance (in conversation with Dhrij&praniid after
the performance). [ have never met a singer who is satisfied with their own singing
performance in kmml£nSiigkrawaa;they always say "I could have done better than that, if
only [ had had a little more time". Dtirij&praniid said that "the safest way to sing in
iMyj/N/wperformances is to stick closely to the melody you have chosen", and that
"being too adventurous can end in trouble" (personal interview 1997). However, she also
added that if she were using the same version of the "Saam S&wW' melody, she would have

sung it differently to Seeghaan, and she gave this example:



Example 89: Given by Dilrij&praniid to show an alternative melody to Example 87; using
primary pitch 1for the word sdgkmwua

ifo * rp T
s&g kra waa sti ri jaa

She offered no specific reason for changing the first primary pitch to c", but it reflects the
flexibility available to confident singers. The ability to change the primary pitch of'an old
melody for the purposes of word replacement is the hallmark of a master singer with great
talent coupled to many years of experience. It reveals deep knowledge not only of the Thai
repertoire of melodies, but also of the various poetic forms needed and a quickness of
mind, all of which combine to bestow that elusive "instinct" which is the property of the
master.

Let us look at one more example of a master singer altering a primary pitch. As
mentioned, siigkmwarns not the only form in which singers have to adapt new lyrics to old
tunes. This happens in more general competitions also. In Bangkok in 1950,
Suntharawaathin won a competition organised by the Department of Public Relations,
when, daringly, she altered the primary pitch ofthe traditional melody "Phajaa Sbog"
which had been given as the set melody. The traditional lyrics begin "60 wan daj mi d&
ph6b..." and the new lyrics began with "lyyab hen phr&waj...". Example 90 shows the
traditional version together with an example of what would be typically expected, and

Suntharawaathin's version.
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Example 90: '"Phajaa Sdog", smtncMa 1st cagwd

Traditional version
6- o wa- n 99 h€£d 999

Typical adaptation
1

P ’9_ F r L

L H L

lyy- ab 99 h"9 999
Suntharawaathin's adstation

X A _

lyy- ab
Traditional version
da- j 99 hy rjyy hyy yiy 'y -y mi - yy dft-j

Typical adaptation

he -n 9o Ny rjyy hyy yyy vy -y

Suntharawaathin's adstation

he - n hy ryhyy yyy yv-vy

phr* - yy hyyy

phr* - yy hyyy
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Chapter 5

Some Significant Features of
Thai Vocal Melody

5.1The vocal melody and the £#Joymelody

When contemporary Thai composers are asked how they compose a vocal melody,
their immediate answer is: "you need to understand the thaay £b3oy] Lidogmelody]fully"
or "itis always created from the tsay £4724 . (There are in fact many songs that are not
based on a &AJopmelody, butthey are not usvally mentioned, perhaps because they are
rarely of recent composition. ) According to the history of Thai music, as already
mentioned, pre-19th century songs made use of other musical repertoires than piphdad
music. Asthe £4J0gwas exclusively used as part of the piphdacdensemble, the vocal
melody and the £ZJaymelody could not possibly have had any relationship with each other
atthistime. Thus it should be remembered that creating a vocal melody from a &2Jday
melody isa 19th and 20th century tradition.

Theterm thaway &asogliterally refers to the melody and its variations as actually played
onthe &kJog woy fd/(the large gong circle). Inreality, musicians often use this expression
inabroader sense, not just referring to the actual melody played on the instrument, but also
referring to a "deeper” meaning, anidea of an essential melody which is the essence of a
piece ever though it may not take physical form in a performance. Thatis why the term
Lz Kb Iogin its broader sense is interchangeable with two other terms, zyya plleey
meaning "song's essence" and amasoyligmeaning "principal melody".

Recently, Thai academics have invented the term tamaooy sizcidifd liverally meaning

"the essence of amelody", butitis not yet as commonly used as the traditional terms.
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Therefore, I would like to encapsulate the three terms, baay &hdog(referring to the basic

structure of a song), tAamasoyligand ayya plleey, in a single English expression: "the
basic structure”. So when in future I refer to "the basic structure” of a song I am not going
tobe referring to the actual £#Jaymelody but to the idea that underpins both this melody

and its variations, i.e., tothe "deep", conceptual structure of the song.

5.2 The non-improvisational character of vocal melody

In performance, the instrumental musicians convert the £2Jopmelody into a simpler
melody in their heads and then recreate a new melody from it, remaining responsive to the
various other instrumental melodies. The whole process of this performance practice is
complicated and is commonly known amongst instrumentalists as i'aéa  plee thamnaogor
"the translation of the melody" with the instrumentalists seen as "translators”. Silkstone
(1993) explained this process by using the term "conceptualisation” for the simplification of
the &4Jogmelody, and "realisation” for the conversion of this simplificationinto a new
melody. He also said that the musicians conceptualise the same basic melody differently on
different days and that they choose different melodies to fit into their current
conceptualisation (ibid: 12). This melodic conversion of the £#Jagmelody, whenit is
spontaneously practiced during a performance, canbe seen asimprovisation.

The process of arriving at the vocal melody, though sharing some traits with the
instrumental, cannot be said to be improvisation. Itisreferred to by the term 2w thaay
rdog- literally "to create the way of singing". The vocal melody is pre-composed, either by
the composer or sometimes by the singer. This means that the singer does not have to
"translate” the £4J07melody in performance, because the melody is already translated.

Once a vocal melody is composed, it is hardly ever formally changed. Aacaan Caroancaj
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said that each "phrase” of the singing is quite fixed, unlike the instrumental part where the
melody canbe varied in many ways (personal letter, 3 March 1995).

Inreality, of course, noticeable differences appear inrepeated public performances of
the same song, or in sgghrewaaperformances. Differences arise from several factors, each
of which will be discussed in more detail later (speech-tones have already been partly
discussed of course):

1) Speech tones: notes from the basic melody can be considered not to have

changed, but they are ornamented differently as the tones of the text change. Most

singers wouldn't consider this an actual "change” in the melody, unless the tones

areintentionally distorted in order to give musical accent or other artistic effect.

2) The effect of changes in the number of syllables contained in a text, which

cause ppazio be shortened or lengthened - this is not considered as a "real"

change either.

3) Alterations in expressiveness and shifted emphases within a single melody and

text, even though the speech tones have not changed; thisis seen as change by

some singers.
Singers do occasionally intentionally make an alteration during the performance to give the
audience a surprise - but only to afew pyaz parts, never to words, and there is much less
change than to the instrumental parts. Even though alterations can be striking and normally
draw a lot of attention, most singers will just concentrate on the perfection of vocal
techniques and the conveyance of the emotional feelings of the words and ppma Therefore,

avocalist, unlike an instrumentalist, is not a "traaslator” but a "conveyor".




5.3 A general perspective on vocal melody

The vocal melody ( tktuujrioj) is sometimes very close to the Js+60/ and other
instrumental melodies, as in the song "KhameenSajjoog" shown in Example 91. The
similarity of the vocal melody to the other melodic parts lies in the sequence of notes even

though some note durations are different.

Example 91: "KhameenSajjdog" [AM], ctywiill> wkg\”

(1] + (1] +

khooij

soo tftfand cakhee

32 > v m-* oA =

nmdudeeg
/\ .
A U *.-MJ =h=
4 ? 7.po- . m dl_
vocal
2 >e—m — i 5S¢ . -
$ v tfiy_  d* @ _ Lo

At first [ suspected that there might be some differences in the vocal melodies of the
two different repertoires, phleerjdiimn99alhamaooij and phJee/j bagk-hdb dum# as is true
for most of the instrumental melodies. Phleejjdamnzonduuruioo/}7, meaning "songs of

ranging melody", is a type of song for which each melodic instrumentalist is expected to

46 The melodies of the /didogand mndadtteg which are usually played with both hands in octaves or other
intervals, have been simplified and each has been presented here as a single melody.

47 Also known as phJeerjchaagphvyn”'songs with foundation melodies').
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provide a "translation” of the &#Jagmelody into anindividual instrumental melody for the
ensemble performance. This meansin effect that these melodies will be noticeably different
from the £#Jogmelody. The instrumental melodies of phlecy bagkidt thaay'restricted
path songs"), however, have the opposite character in that every instrumentalist has to pléy
amelody very similar to the &4J0y melody. Silkstone (1993:17-8) says: "In a Fixed
Melody phleer [Silkstone's term for phlevy bagkhdb thaa . .. the [instrumental] melodies
diverge only in details of ornamentation and tessitura, allowing the performer little scope
for variation". This led me to the hypothesis that the vocal melodies of pileeydamazon

thamasomuight be different from their &4#Jogmelodies, and that the vocal melodies of
pllecy bagkliib thaag(e.g. "Khameen Sajjoog" in Ex.91) might be similar to their &4oy
melodies. As a matter of fact, although the vocal melodies of plleey damunsan thamnaogare
different from their own £&J2ymelodies as expected, very few vocal melodies of pi/lecy
bagkiiatt thaagare similar to their &2Jogmelodies. That the vocal melodies of pélexy
baghheib thaay ave not necessarily similar to their &2J5oymelodies canbe seenin the song
"Kheog Khaaw", shown in Appendix III. Therefore, vocally, these two types can be
treated as one, for the purposes of analysis.

As Example 91 illustrated, in Thai court music a few vocal melodies are almost the
same as their &ZJogmelodies; however, in the vast majority of cases, only a few notes are
shared. The process of creating this second, divergent kind of vocal melody is similar to
that followed when instrumentalists convert a £#J2gmelody into aninstrumental melody.
Silkstone (1993) stated that when musicians do this, they do not think of the £#Joymelody
in all its details: the £4Joymelody will be simplified before itis reconstructed into an
instrumental melody. The simplified version can be understood to be the closest
representation of the basic structure of a song, and for some musicians can even be said to
be this basic structure. Example 92 shows a £#Jogmelody and some simplified versions
(any of which can be treated as representing the basic structure). It should also be noted

that although the basic structure can be shown as a separate melodic line for ease of




analysis, the composer does not physically separate it out, but works from the
melody, with an awareness of the basic structure always at the back of his mind, as an

abstractconcept.

Example 92: Typical khdoi)melody and possible simplifications

(a) The actual kb6oi)melody

(b) Melodic line deduced from the khtoijvbiom.

inim mmimmm

(c) A simplified melody
+ 0 +

. p' ! ;

J—*— — !

¥ J Lp

+ o

. *
1

x — 4 I

(d) Another simplified melody

+ 0 + 0 +

t ]J J ]J J lA A

It should be realised that simplification into the basic structure can be a highly subjective
process, varying from composer to composer, even though consensus appears to exist

much of the time. (Example 93 gives further possible basic structures derived from the

same khtoi)melody.)
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Example 93: Two more simplifications of the kAtogmzloxSyin Example 92a

(a)

+ 0 + 0 +

R I NS (R

or

(b)

S S

Creating a vocal melody shares the same process of mental simplification and
conversion, but the vocal melody has its own /kmE"C'way") or, in this context, melodic
characteristics(' [/hangroo/J. Tanese (1988:131) noted that "Instrumental and vocal versions
of amelody share the same structurally important pitches... but vocal versions make use of
their own melodic formulas.. . While the instrumental melodies ( /hangkhiyyaj)i are the
result of using .fotftechnique, which is "filling-in" the melody to create a high density of
equal notes, the vocal melody is closer to the basic structure, less dense and contains a
variety of note values. Itis generally accepted that the melody of Thai vocal music is similar
to the [Jiang warn solo version of fiddles and wind instruments. Soow&d further claimed
that the instrumentalists borrowed this melodic style from the vocal (interview August

1997). Example 94 illustrates the differences between the ranaad”pmelody, where keb
technique is employed, and the vocal melody, in comparison with the khtegand basic

structures; here the basic structure is the one shown in Example 93b above.
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Example 94: (K = khdoif, B=basic structure; R = nmdadbeg’, V =vocal) [AM]

+ o +

L fS = f£5 a r V'V

— i -

JgE17 5 J ] A

=jtx = |

e B e —

<

I
Z

*

'T

Since the basic structure can be conceptualized in different ways, the vocal melody of

the same khdogmelody can also be derived from Example 93(a) appearing as:
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The basic structure is normally conceptualised as being in simple metre where the notes
fall onthe ckigand <afct#beats, but sometimes on the beat halfway between chiganA chtlb.
However, only those notes of the vocal melody that fall onthe chigand ofettbeatsregularly
correspond with those ofthe basic structure, and therefore to the i*jw”melody also; the
half-beat notes show less correspondence to either. The corresponding notes that fall on
these "important places” are known in Thai as Mugtdgxx "structural notes", a concept
described in the next section.

In 1929, Montrii Traamdod rearranged the song "Khameen Ew Baai]", a Cambodian-

style song, into a /tfwWorm and taught it to the musicians in his band. He recalled:

It was a coincidence that the King [Rama VII] had also already expanded the
song "Khameen Ew Baarj" into a aft/Vform and called it "Khameen La-oo Or)".
[Discovering this,] I therefore asked my musicians to forget my version. Later,
however, when I arranged another song, "Khoom Sorj Khryyaq", which was
also in the Cambodian style, I used the melodies [both vocal and instrumental]

of the abandoned version as an outline [k/roo$ for this new arrangement.
(Traamdod 1980:239)

This shows that it is not necessary for composers to create a new melody exclusively from
the i*fcto”melody, but they can create anew arrangement either from scratch or even from
somewhere else, as in the case of Traamdod s creation of the song "Khoom Sorj Khryyaq".
However, it is necessary for every composer to keep the final MugMg of each cagwdin

the new arrangement the same as in the khtogm zlody.



5.4 Loygtog

Theterm /gg tdgrefers to notes that, in theory, belong to the cfzbbeats.48 However,
the concept of /dyg rdg can also be applied to the other "main" notes of the melody, notes
that characterise the melody; so that notes falling onthe cZgbeats, onthe half-beats and,
to some extent, on "any" beat can all be included. Thistotally depends on the creative
perceptions of the composer and his purpose in composing the vocal melody: if he wantsto
create a "simple" vocal melody, many corresponding notes will be employed and can be
seen as /duygsdg; but if he wants to create a "complex” vocal melody, very few notes will
correspond with the £4Jopmelody.

Inthe complex case, there will be a hierarchy of note importance that composers are
normally aware of (also discussed in Morton 1976; Chapter 4). Silkstone investigated the
hierarchy of note importance (he uses the term "pitch" to refer to notes in the Thai scale)
and confirmed that the last note of the cycleis the most important. From his research into
Thai fiddle music, he extrapolated a general rule which can also be applied to vocal music
and its relationship to the £%#Jagmelody. He says:

There is a hierarchy of suuctural pitches within the micro-structure of a cycle of
Thai Basic Melody. This will manifest itself in greater melodic variability on the
beat at each smaller division of the Cycle: i.e. the pitch on chab#4 varies least;
the pitch on chab#2 varies more; the pitches on chab#1 or #3, chiy, half-beats,
and etc. vary progressively more and more. (Silkstone 1993:175)

For general application, thisin effect means that the last note of a cagwawill be the most
"important”, 1.e. the most likely to correspond to the £#52gmelody. The notes which fall
on the half-cycle will be the next most important, then the quarter, and so on. Thus in

many vocal melodies it is only the last note of the cycle which corresponds with the &40y

melody, asin Example 95. The brackets show the significant c#4bbeat, although the Jdye

48 Silkstone (1993) uses theterm siay 2gefor /iye tgg butit is not as commonly used.
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thgin the vocal melody has been "translocated" (see next section for further discussion of

this common practice).

Example 95: "Soom Soi] Seer)" [R28], soo/jchiin, choon\, ca/jwdl.

khholj
0 + 0 (+)
vocal
"\SQEHJ(U i /£ Ehflte
aah3 aa hy gaa h3a 3 aai) rj*»  ada- j hy soo- m hy s5g yy hy yy

In addition to this, the correspondence of /OugChg'va. the vocal melody with those in
the 1“taa”melody varies more and more from sawn chiinto s6orjcfiiimo chiinduaw. It
should be realised that the length of time betweenthe chiZanA chadbeats doubles from

chiin duawxo soo/j chiin, and doubles again from soo/j chiirfio saam chiin That is why the

vocal melody of a saam chiinpiece has abetter chance to develop and so to correspond with

the ltiugtdgoithe khdo/pnzlo&ky, while the condensed vocal melody of a chiin duawpiece

has less time and less chance.

5.4.1 Translocation of luugtdg

During the consideration of /Ovgthg a significant characteristic of Thai singing is
revealed: this practice will be termed the "translocation" ofnotes. As already mentioned,

this is seen in the vocal of Example 95 above where the notes on both of the cAdAbeats

143



144
have been "postponed". Analysts must be aware when they are looking for the /dygsdgina
vocal melody that many of these notes do not fall onthe beats where they really belong and
that they might have been translocated, sometimes to before the beat, more often to after the

_beat. Such practice occurs not only in the vocal melody, but also in the melodies of some
instruments such as the &&/Jsand the g7 and in most instrumental lines when they play
thaag waaa style solos. Since this practice is not exclusively used in singing, it is hard to
say whether translocation originated in singing and subsequently influenced the
instrumental melodies or vice versa. However, it should be noticed that it only occurs with
the more "vocal" instruments, and not with percussion instruments, 49

The practice of translocating /dyg tdgseems to originate in the worded part of a song.

Everywhere that worded parts are employed, but the speech tone of the last word will not
allow the vocal melody to end exactly on the cdbbeat, some extra_prazwill be added to
adjust the melody, so that it can finish on /dggzde(see Example 96). Such pyuz are
termed by Tanese (1988) "tail melodies".

Example 96; "Ton Phleey Chin'" [R29)], sdam clidn thood2, cagwil

_ 0 (+)

&hdog 1653 6532 5321 3216
vocal ---- ---2 --23 -21-12 --12 -16-
khom khdon  yy hyy yyyy

(The underlined notes represent the notes the words are sung on.)

This translocation of notes has become so fashionable that even where the melody
allows the word to end on the /Pygsdg the singer often deliberately adds a tail-melody as
if a translocation was still necessary to reflect the speech tone. Example 97 showstwo
alternative ways of singing the last words "uvdom deéed" in the song "Coorakhée Haay

Jaaw"; one without translocation (vocal 1) and the other with (vocal 2).

49 According to David W. Hughes (persanal communication, Oct 99), such translocation is common in vocal
melodiesin many cultures, and often in vocally-oriented instruments.
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Example 97; "Coorakhée Haay Jaaw" [AM), #4ooal, cagwa2, prajoog? (whenrepeated)0

0 (+)
Koy +5+6 +5+3 33+2 22+1
vocal 1 - === =22 ---1
u-dom  deéed
vocal 2 - === =22 -1-- 2321

u-dom deed yyhyyyy
Furthermore, this trend also occursin the ppazpart (see Example 98).

Example 98: "Ton Phlee Chiy" [AM], #0221, caawd2, prajdogl

0 +
Lhrdo +5+6 +5+3 33+2 22+1
vocal ---- ---3 --353 -2323 --21

Itis important to note that translocation never happens to notes that fall onthe iy
beats or half-beats: it exclusively happens to those on the c4#bbeats. Also, as already
noted, translocation is not always the postponement of the /dygsdg: the figg tdgcan also
fall "prematurely"”, before the last beat. This strategy is called /g caywsor "stealing the
rhythm" (Ex. 99).

Example 99: "Kaarawéeg Lég" [AM], chidn dizaw; thoonl, cagwil

o+ o+ o+ o (+)
Lhdog -55§5 -555 -6-5 -4-3
vocal ~---5 -154 -5-233--

seen  hy wi-tdg hyy 0Og yy raw

It is also common that /dyg fdgcanbe postponed dramatically, so that they end up quite far
from the position where they belong. Example 100a shows a way to sing the song "Noég

Khamin" where the the most important /égg £dg are positioned at the same place asin the

S0 Priidgeris aterm borrowed from Thai grammar; in music it means a unit the length of one cy-chadbbeat,
whichis also a quarter of a cipwiiof a_probAdrmelody




&hdopmelody. Example 100b shows the commonly sung version of this song with the
l0yg tog greatly postponed.

'Example 100a: "Nog Khamin" [AM], saam chdn thoonl, cagwdl

o + o (+)

Lhdog +6+5 55+1 11+2 22+3 +142 +3+5 +6+5 +3+2

vocal f ---2 32123 ---5 -6552 -353 212322

lyyan --- don yy
o + o +
Khdoy +++1 +222 +++3 +222 +++1 +222 +1+2 +2+2
vocal = 0---- ---- '

Example 100b: "Nog Khamin" [R21.2], swam chin thoonl, cagwdl

o + 0 (+)

Lhdag +6+3 55+1 1142 2243 +1+2 +3+5 +6+5 +3+2

vocal 1 ---2 32123 ---- --- '5 ---- 15655

tyyan hy ---3

o + o | +

Lhdog +++1 +222 +++3 +222 +++1 +222 +1+42 +2+2
vocal -2-3 ---- -353 21222 ---- ---- '

on yy ---> 99j

5.4.2 The abandonment of the most important fdug fdg

There are a very few cases where the last /Jggsdgin the cycle is abandoned altogether,
asinthe chdn dizawlevels of the songs "Khdeg Boorathéed” and "Khéegmaoon
Baagkhlnphrom" showsn in Example 101. Most singers give the excuse that the tempo is
too fast for bringing the melody back to pitch 3 in the former and pitch 2 in the latter. They
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claim that if they were to use atail melody, they wouldn't be able to begin the next melody

ontime,

Example 101: Two cases in ¢z diiar where the most important /#yg rogis abandoned

"Kheeg Boorathéed" [AM)], akdn didaw; thoonl, cagwil

o + o + o + o(+) o + o + o + o (+)
Khsoyp +666 +666 +555 +733 -5-1 -123 -5-3 -321
vocl ---6 -1-6 ---3 -5-1 -5-6 1653 -512 -2-{

s50- g myy  kdod phu-ua héj tuva né-en

"Khsegmoon Baagkhunphrom" [R14), chda disaw; thooa3, cagwdl

o + o + o + o (+) o + o + o + o (+)
&hSop ---5 --45 --65 4242 -111 -2-4 -5-4 -2-1
vocal ---6 -1-§ -65-4_54-- ---1 -2-4 -244 -7-1

53- j mii hda0 sOm jaa chan da- aj maa

In some cases, where speed does not prohibit translocation, the composer will still
abandon the /dyg fdg asin the song "Khdeg Khaaw" ( sooy cbiin sung by Caraancaj
Suntharawaathin (Example 102). For this melody, most singers would use a “tail melody"
in order to finish on the /dgg tdg By doing this, however, more space will be taken up
before the next melody begins. Suntharawaathin prefers to leave the /dyg tdgon pitch 1,

rather than resolving to 4, for the following aesthetic reason:
The next melody in my sbaay{version] is mtended to give a Javanese flavour,
as the lyrics convey. By leaving the word "a-san" to be completed on this note

[pitch 1], the Javanese accent can be conveyed better. (Suntharawaathin,
personal letter, 1997)

Example 102: "Khéeg Khiaw" [AM], soopclidn thoonl, cagwd3

0 + 0 + 0 + 0 (+)
Ko -~~~ ---- 7651 -7-6 7651 -7-6 7656 5434
vocal ---- ---- -6i6 ---5 -6-1 -2i-6 -1-5 55-1

siia daaj sag woy a-san
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5.5 Thaifmelody

Apart from /fiugcog there is another practice which makes use o f"'significant notes";
this is called the thimmelody.51 The term /&/>iiteraily means "equal", and refers to a
section which joins two separate parts of a song and which always "stands on one note"
(Jvyn bon suarj diiaa), i. e. makes main use of one significant note and keeps returning to
that note, especially at the end when it must finish on that note (this last note is known as
the JOugtdgofxhs chart). (See Ex. 103.) Sumrongthong (1997:83) classified chdmnelody
as a "special melodic sentence" which musicians must learn to improvise. 72w>melody
can be situated at the beginning or at any other point in the song, except the very end.
Chajseerii said that flk/'wmelodies are used as a "bridge" between sections:"... aftera
chaw, we know that something is going to happen, and this is why it can never be at the

end" (personal communication, August 1996).

Example 103: The khdog cMwmz\oty for the three different levels ( child), based on D.

chiin cfiuiw

m W~ m
s5o/jchiin

+ 0
saam chiin

r~nin n, .

5* This word /Atffrwith a falling tone is different from the earlier mentioned terra /AaVwith arising tone.



The singer can choose to ignore a t/iamnelody that is situated at the very beginning of
a song, asin "Coorakhle Haar) Jaaw" and "KMegmoon Baarjch&aq", but the
instrumentalists have to play it when they repeat the section in sequence. For any other
sections ( chood) of the song, the singer can only nofsing the fhiinby prior arrangement
with the musicians, who then tack it on to the previous instrumental section (this is only
possible for a /Atomelody which comes at the beginning of a choca\ if the chtiwialls in the
middle, it must be sung under all circumstances).

While the instrumental parts ofthe £ft//»melody can be improvised into many different
versions (according to the style of the instruments), the vocal flfr/wmelody seems to be
fixed and conventional. The above khto/jzAs?*melody at the saam chiin level is usually

sung as:

Example 104: Vocal (Mw.melody on a D note ('saam child)

0 + 0 +

39 h30 9he£91] 119 a3 99 d9 h99 33 hd 91] 1)93

The same Afefmnelody when played onthe monadttegznn. vary substantially:

Example 105: Two different versions of the m odadfrg Afafrmnelody on D



It should be noted also that the main note of a vocal chamnelody will always be the
first note (as in Example 106 where D is the first and main note), and always falls thereafter
on either the chigor ¢ beats. Generally speaking, the first note of the c/rfiwvocal melody

fails on the cA”beat atthe saam ofafalevel, and on the c/infbbeat atthe soo/j cAiin\zvz\ (Ex.
104, 106).

Example 106: Showing the soo/ the above thanmelody,

o t+ o +

aa haa aa ha aaq rjaa

5.6 Ldbsung

Turning to a different kind of convention: when singers are accompanied by different
kinds of ensembles, they find themselves having to sing the same songs in different
"keys", 1. e. pitch-levels (one meaning of the word thaag, see next section). For example,
songs that are performed by a piiphaadmilajkhcegznsemb le will be a fJuiayhighev than
when they are performed by a khiyyagsaajor a mtibooriiznsembiz. There will,therefore,
always be some parts of the melody of any given song that will be too high or too low for a
singer to reach. When this occurs, singers will drop down or rise up an octave to suit their
own vocal range, before returning to the main scale or staying in the changed scale
according to need. This rearrangement does not change the sequence of notes, butis the
equivalent in Western terms of transposing down from amiddle C to alow C, for example.
The Thai term for this is ldb snag or "avoiding a pitch". Example 107 is an ascending

melody which is too high for some singers, and therefore has to be transposed:
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Example 107:

ft

7?7 2 «B-— 0- m-p |P = 1 F I
I ~3 7 ... * =] r-Ji—l
hy rjaa 5a h5 aa aa aa hSaaaa a-aa

Most singers are capable of solving this kind of problem, but there are cases where singers

are ill-prepared and end up making a "poor escape” as illustrated in the following example:

Example 108:

hyrjaa aa h5 aa aa aa hbSaa 5a a-aa

What is bad in the above example is that the escape is attempted on the wrong note. The
notes making up the above phrase are divided into two: the first group ends on the ofa”beat
(note G), and the second begins on the following A note. These groups of notes should not
be split internally. What the singer could have done is to breathe after the G and then begin

with an A an octave lower (Ex. 109).

Example 109:

+

hyrjaa S5a h5 5a aa aa h5aaSa a-aa

Although the above strategy is acceptable, the singer has sacrificed the continuity ofthe
phrase. Most singers would try to keep the phrase in one piece by rearranging the melody

by adding link notes to smooth the descent (Ex. 110).
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Example 110:
+ o +
A I ""g
) 1
e
ﬂ i

hy noa 3ohdoog gdo 39 a5 hdoade o-00

T

These transpositions and rearrangements can be applied to any vocal melodic phrase where

an "escape" is required, and are used at the singer's discretion.

5.7 Thaag

Thaag literally translated as "way" or "path", is an umbrella term covering several
different meanings. One meaning, "pitch-level", corresponds to the Western concept of

"key". When it means this, it canbe divided into seven "levels" which can be linked to the

Western solfege system thus:
thaag phizag-0 boo (Do=1)
theay Arvvador zox Re=1)
thasg Klaay besh Mi=1)
thaag chawas (Fa=1)
thaay phirag- 00 lday (Sol = 1)
Lhasg gy (La=1)
thaag Kaagor maon (Ti=1)

Musicians sometimes use the word suzazinstead of Z4ag so that the terms would be szay
phitag-20 bon sitay chawaa ew.5?

Another meaning is to do with musical characteristics; to quote Myers-Moro:

525ee Silkstone (1993:89-90, 417) for a further explanation of pitch-level
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It refers to both the variation or rendition (of a composition) stylistically and
characteristically of a particular instrument, and the versions of standard songs
associated with individual teachers or schools. (1993:107)

Theterm thaay rFog meaning "the way of singing", refers to the character of vocal music.
The term thaag kiryyay refers to the character of instrumental music, and canbe
customised further to refer toindividual instrumental parts; e.g. &baay randad eegrefers to
the melodic character of the rzdnd degpart. Thaagcan also refer to individual styles -
Thuvam Prasidthikun's style, for example, could be referred to as tbaay Arvw thvvam
("The style of teacher Thuam"). Stylistic schools use the term #ztoidentify
themselves, together with theterm &#azor house; for example, sy bdan
plindehaikoosons used to signify the Phaadthajakooson House style. Often, an
individual's style and the stylistic school are interchangeable as the individual represents the
whole school, as in the case of Phaadthajikooson House and Khunjiyy Phajthuun who was
the leader of that house. This section will be concerned only with the term &4aapas it refers
to stylistic schools and individual styles.

As mentioned in Section 5.3, different composers conceptualise the 47327 melodyin
different ways resulting in varying basic structures and thus varying vocal melodies. An
example of the many #wapof a song can be seen in "Khésgmoon Baagkhinphrom",
composed by Prince Boariphad in 1910 (both instrumental and vocal parts). Soon
afterwards, Phréjaa Sanddurijaay reinterpreted the same £#Jogmelody in a new vocal &y
which was so different from the original that it is hard to recognise that they are verstons of

the same song. My personal notes record an instance of this confusion:

At a funeral ceremony for Khunjiy Phajthuun, when I had finished singing the
Prince Booriphad #aapof the song "Khéegmoon Baagkhinphrom", my fellow
singer Méq remarked to me that she had never heard this zfazgbefore and that if
she hadn't known the title of the song she would have mistaken it for a
completely different song as the melody was so different from the version she
knew ... (noted in Bangkok 1997)




Below are excerpts from transcriptions of this very song "Khdsgmoon Baagkhunphrom"

illustrating the differences between the two versions by comparison to the Jdi6o/jmz\o&y.

Example 111: "KhdegmoonBaagkhunphrom", ca/jwrfl (K =i1*"melody; VI =Prince
Booriph&d's version [R14]; V2 =Phr&jaa Sanddurijaags version [R13])

+)
K
9
VI
pho-n
Y2 ., ¢
-l-)
la-
11
11
VI
gaa-
1
V2 $
a-a

(1)

JL
hy gaa 5a ha da a- a a aa hda ada
— NNJT j ot~ p — - F
h?yy da aa hda a da
j h~ d&- j fag
aa hdaa h* gaa hda a aag
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VI
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1
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17 ¢
K
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VI
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la-hli- a

y tyaaq qaa
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aa haa 3a
S
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Both s#aay differ noticeably not only from each other, but also from the £#Jogmelody.
It seems that the more the vocal melody deviates from the £4Jogmelody, the better that
haay is regarded to be. This deviation is, of course, limited by the positions of the /dyg

_ togwhich both versions share. The above example shows that both versions share /dugcdg
Cinbar 13 and b flat in bar 17 (translocated in V2). The rest of the melody is markedly
different between the two s&aay

Furthermore, it is often the case that composers from different schools use different
sets of lyrics for a composition in order to distinguish themselves from each other.
Composers become dissatisfied with the standard #&aayof a song and set out to replace the
traditional lyrics being used with another set of lyricsfrom a different, but still traditional,
source. This changing of the lyrics entails a changing of the vocal line. In theory, this
practice could be infinite, butin actuality a few versions gain popularity and become
standards in their own right. This is why schools of music can still be identified with
specific versions or i#ayof a song, and the number of Zayof a song in general currency
tends only to vary from two to six at any one time. Ergo, itis still possible to identify the
school from which a singer comes, when he or she sings in a sgg&rzwaaperformance,
because they will have a well-known ZAaagof a song in mind, which they will use when
asked to utilise the newly written lyrics.

The lyrics used in the two versions in Example 111 above, have both been taken from
the same story ( Kbunchiay Khtaphees, but from different episodes telling different tales
of different warlords. Prince Booriph4d chose the poem that tells the story of Phiaaj
Chumphon and his ritual confrontation with his enemy Phra Waj on the battlefield, where
they both recite their lineage before battle is joined. Phrdjaa Sanddurijaar subsequently
chose the poem telling the story of Phlaaj Ngaam, another main character in the story, and
his farewell to his wife, an episode that reveals the vulnerable sadness beneath the tough
facade of the warlord, and which contrasts with the bluster of the lyrics chosen by Prince

Booriphad.
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Each version makes use of different amounts of lyrics at the sdamr chdalevel: Prince
Booriphad's version makes use of one and a half lines for 45221 and 2, an unusual

practice, while Phrajaa Sanddurijaay's version follows the convention (Ex. 112).

Example 112: Lyrics used for the song "Khésgmoon Baagkhlinphrom", s#zm chdn for
both versions

1) Prince Booriphad's version
(1) &raa ain phlagy chumphon diy fyy &332 jitg fjod

oy tdob wiéa raw phiuryyay ridibicvd (2) naem sommvd chpy samiy mddaaa

thin thian béian myyvag rawnis Joujag thaant hogsda

(3) mesgtazd lémdar magirafin pen bidoon maaandaa khdoygraw
aacaan awryy chpy svméed yyag phrdwéed mdymu Kray di thiw
2) Phréjaa Sanddurijaay's version

(1) pllaarpaam Kbwaam ga-lof cafla-luta fagmia médyKdn ndmiaa déy
(2) phiraii Iyyutbii ol hovag ~jaf phifcd paj boog phoo iy kb aday
(3) thyy krviray lif k3o phoo digjmén  pdgkan mibiy Ky mas kilaw kbooy

thia bidag win bidas méf proog-dooy thyyca tog fan khoo méy kb0 pay

Consequently, the word positioning in #2221 and 2 of the two versions is different:

Phréjaa Sanddurijaay's version contains less words and therefore more yvaz(Ex. 113).
Example 113: Word positioning in the two versions of the song "Khé¢egmoon
BaagkhUnphrom", seam clia thoom2; B =Prince Booriphad's version, presented in bold,
S = Phréjaa Sanddurijaan's version

B o + o +
| | | | | | __naam | sommud | |

I | I I | I I | |
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B ) + ) , (+)

l | | | | | _chyy| samig] |
S

l | | | I | | phil | nii |
B 0 + o +

| | | | | I | | |
S

| | | lyya] thii | | | | |
B o + 0 (+)

| | | | | | [ mad]|  traa]
S

| Lo | | | | ca hwag | jaj |
B 0 + o] +

| | | thin| thaan] |  tbaan| myyag| ]
S

l [ | ] I I [ phii | ca paj |
B 0 + 0 (+)

IS | | | | | | raw] nii |

| [ | | | | | bdog |  phool
B (o] + 0 +

ls | | juu | jan | | | . thaa| nii |

| | I ] | | | | |
B ) + ) (+)

IS | | | I | | hog] saa |

| | | | | | | hajkhoo| ~ ndog|

In a wider context, there are certain_fyaz-section melodies that are sung by the
Phaadthajékooson School, of which Prince Booriphad was a member, that are not sung by
the Sanddurijaag School. An example of this can be seen in the ending melody of the sz

chzalevel of the song "Khésgmoon Baagkhunphrom" where the overall vocal melodies of
both sbaayseemto agree with each other (see Example 114). Butbar 30 of Example 114




shows the different approaches of the two schools, each intent on differentiating itself from

the other, and refusing to share the same vocal melody for long.

Example 114: Vocal melody sung only by the Ph&adthaj&kooson School (P), and that used
by singers of other schools (O); differences indicated in bold

28
9 00 hdoohyrjdo hoo 00 -] hyyy-yy yhyyy
28
S 1 - m r r P n -
& 4 m r ~
y [ |
do 00 hdoohyqgdo hoo 00-j Yy yy hyyy
+
31 Q)
a nT ] J f
rid thi ru-d vyy
31
nam yy taa - 6k - a- aj hyyy

Many vocal melodies used by the Phaadthaj&kooson School differ noticeably from
those used by others, and it is these differences that make this particular school distinctive
in Thai musical society. Example 115 shows another vocal melody that is sung exclusively

by Ph&adthaj&kooson singers:
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Examplell5: "Biilan" [AM], snnmchhn yynnas sung by Ph&adthaj&kooson School (P)
and by other schools (O)

1 J
33 hy 33 33 h531) 1)5-33 3 53 h5s 39 53 33 -
[ ]
33 ty 133 33h53171)5-33 3 53 1)3-33 3 53 3-33 - j

As well as schools, as mentioned earlier, the word chnngcan also be used to identify
individual singers, distinguishing even singers of the same school. For example, Shdcid
DtirijSpraniid and Carssncaj Suntharawaathin are from the same school, that of Phr6jaa
Sanodurijaar), and most of their singing makes use of the same main melodies, but they still
have their own Chung This is made clear when other singers identify the singing melodies
of these two singers as chnngkhruu si)dcid (the style of teacher S5dcid) and thnngkhruu
cnra?ncn/ihe style ofteacher Carssncaj). Individuality is subtle and may seem
indiscernible to outsiders, but itis very clear to fellow singers. Itis interesting to examine
how a mid-tone word is sung differently by DhrijSpraniid and by Suntharawaathin. Both
singers always sing it using two notes, but Suntharawaathin will treat the first note as an

ornamentation by using a grace note for it, while Dtirij&praniid will always lengthen the

note.

Example 116: "KhSeg PSdtaanii", seogchdn, the word " end \lyrics by Princess Maha
Chakri Sirindhom

Suntharawaathin
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Dtirij&praniid

cC-a-n

The idea of individual thaagcan. also be illuminated by the use of the term shdstiuag
which refers to the "shape" ofthe melody, a reference to the duration ofnotes. The first
person to start using this term was Carooncaj Suntharawaathin during her teaching. She
always paid very close attention to the details of the melody - whether the note should be as
short as a grace note or a little bit longer in particular melodies. She always said that the stid
sOunnoi a melody not only differentiates advanced singers from beginners, but also reveals
the style of the individual singer. Example 117 shows three variations on a melody that

make use of different sad sijuanas explained by Suntharawaathin, and a fourth variant

from another chnng

Example 117: Contrast in sndsOunn. three by Suntharawaathin, one by Prasidthikun

a) ordinary sddsOung used when "modest" singing is required; also used amongst
beginners

JE[---mmmmeeee- ¢ Bl i=i—ir W~
1
dO co h;® oo dO 0- 00

b) advanced siid si)ung consideredthle standard version

o SR, SN, G

do 00 hdo o do 0- 00
c) another adv*meed siid si)uan
P
[ oo, 1



d) version characteristically used by Prasidthikun, but never by Suntharawaathin

90 99 hd 99 &9 9-99

Unsurprisingly, when singers become successful and gain lots of pupils, they Adapt
their own style until it becomes distinctive. This can be seen in the case of Thuuam
Prasidthikun, a talented pupil of Phr&jaa Sanbdurijaaq, who became an authority on Thai
singing after decades of great success in performing and teaching for the Fine Arts
Department. Her singing style became different from that of other students from the same
school, which may have been the result of her own adaptations plus influences gained from
mixing with singers from different schools. This difference can be seen in her positioning
of some words in the song "Ciin See" that vary from the practices of Carooncaj
Suntharawaathin, a fellow pupil of Phr&jaa Sanddurijaaq (Ex. 118).

Example 118: "Ciin See" [R2], /boon2; T =Thuuam Prasidthikun, C = Car99ncaj
Suntharawaathin

® ? " 0 (H) 0
' w
an yy hy stid cha-l&ad yy —
%
m
» an ma-
© )

W
i @
=

o

ntid yy sild cha-l&ad Yy
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5.8 Melodic flexibility and manipulationin phlecytbaraoy

Fhleeg thagaoris a kind of song originally used only in plays. It is used to
accompary a particular action characterised as a "sorrowful journey", i.¢. when a character
walks and cries at the sametime. Inthe play "Ng$ Paa", the main female character,

Lamhab, goes out to look for her overdue husband in the forest:

She searches before the cave by the stream

No, he is not there

Sheis getting worried and frightened

Shouting loudly with a shaky voice

No matter how loud she shouts, no answer comes
Her pricked ears receive no reply

She keeps walking and searching
Her pitiful heart is almost broken

The above lyrics are set to the pileeyibasooinelody known as "Thajooj". Phleaytbaraoy
can usually be recognised by having this word "thajooj" in the title; examples include
"Thajooj Naj', "Thajooj Juuan", and "Thajooj Khaméen". But thisis not always the case,
and there are many other examples, such as "006 Laaw", "Khameéen Raadchaburii", and
"Khe¢eg Lobburii".

Most phleeythijogfased in plays are at the 599y chidalevel, Interestingly, when the
songs are expanded to saaz chinlevel, the sorrowful feelings are only preserved in the
lyrics and vocal part; the instrumental part?3 is full of excitement created by being played at
a very fast tempo and adding in joyful /dyg /92 fdye Khdamelodies (complementary and
contradictory melodies played by two groups of instruments).

Phlecgtharaoymelodies are divided into two types: the apya pllecy®® and the joon.
These are played alternately, the rule being that the melody must begin and end with a 293w

section. Apypumeans "meat’, and is defined as a melody thatis fixed in length, or number

53 Remember thatthe instrumental and the vocal parts are not performed atthe same time, but ratherin
alternation.

54 This is a different concept from apyuphieey the same word, that refers to the basic structure of a song.
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of bars, but notin its sequence of notes (i.e. an instrumentalist or a vocalist can create a
new melodic line). However, the truly significant feature of phleeythasozis the joor
melody, where the number of rhythmic cycles is variable. The term jooz literally "to
swing", refers to the character of this type of melody, which oscillates unequally around
one note. This isa similar concept to that used in the 444w sections of phlecy probkay
where the melody is also built around one note, but which results in different melodic
characteristics. Moreover, the vocal melodies of the soozsection of each song are different,
whereas the s4#wsection will be broadly the same in each song. |

As for the instrumental part, the composers (really, arrangers) can create several
versions of the jooaparts of the composition by extending them for as long as they want.
They usually arrange the melodies into different foreign styles, or different versions of the
same foreign style. An example of this is the song "Khéeg Lobburii", from which several
versions have been created. However, itis not common for composeré to rearrange the
vocal part, regardless of any changes to the lyrics.

Assignificant feature of the vocal melody of phlecyififogis that the singers manipulate
the soonmelody by changing the note durations or adding ornaments. Suntharawaathin
callsthistechnique Laaz /297 cagwdor "the flying rhythm"55, When the note valueis
changed, the length of the melody is changed too. As a result, the vocal line does not
correspond any more to the drum pattern, but "flies above it", and it will sound like a free-
rhythm melody. However, it is important in all songs which are accompanied by drums for
the melody (vocal or instrumental) to ultimately dovetail with the rhythmic pattern.
Therefore, the singers have to "land" before the soozpart ends. This practice of Lw/2o7
cagwdis exclusively used by students of Suntharawaathin; other singers stick to the rhythm
more precisely. Suntharawaathin says that singing with the &z /207 cayyw technique can
better convey the sad feelings of the song.

55 This canbe alternatively translated as "the floating rhythm"; both transtations are equalty valid, but "flying"
gives the sense of forward motion.
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A joonsection always ends with a ##wmelody. Most singers will sing the &4dw
melody two or three times per ooz, but some singers like Suntharawaathin prefer to sing it
only once. In teaching, Suntharawaathin will tell the studentsto ignore the drum in the
beginning of the soomsection and to concentrate just on the notes in the free-rhythm sty;e
talked about already. When the melody approaches its end, the students then start to listen
to the drum, to find out which part of the cycle the drum pattern is in at that moment, and
so adjust their singing to fit. Therefore, in order to sing using the /077 caywatechnique,
singers have to know the drum pattern for this genre - the adathb tha/ao/- and its
variations well enough to respond and return to it seamlessly.

Itis a Thai tradition that songs are categorised by the type of zdaré#b(rhythmic pattern)
by which they are accompanied. Niwkib thifo/is also known as the zauthidb soopmiiaror
soopmaispaitern. There are three different kinds of drums used for different kinds of
ensembles: &oogklideg; a pair of "Indian" drums, forthe woy piphsiad mésy avvamor
"soft stick percussion ensemble"; &loay soopaia asingle cylindrical drum, for the wog
Pliphiad seeplaror "[hard stick] percussion ensemble for séephaamusic”; and thoon
ramnmanig a set of two drums (one goblet-shaped, the other a circular frame-drum), for
the woy &bryyay sdajor "string ensemble" and for the wog.makbdorior "full orchestra" 56
Of course the drum strokes of different kinds of drums result in differing sounds: the
sounds that can be created from a roos rammansa ave thig g cdand cog while the
sounds of a /ooy ooy i ave phrig ped riberc. The fact that Thai musicians think of
drum strokes in terms of words is exploited by teachers, so that they can impart new
rhythms to their students vocally, The words representing the different strokes vary from
school to school. Itis importantin performance that the same zdazkdbwill vary according

to which drums are used (and thus, of course, which ensemble), as shown in Example

118,

56 See Yupho (1987) for further information.
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Example 119: The basic drum pattern for aiathab thafooP7

For Xlooy &héggdroms 58 (two drummers, each playing one of the pair of drums)

saam chiin
o] + 0 (+)
| thd-ti|-co-ca|-co-ca|-co-ca| -ti-ti |-thatitha | -ti-ti |-thaciena |
soop chin
o + 0 (+)
[ti-coca| titi-ti |--coca| titi-tha|
chdn ditaw

o + o (+)
|ti-coca| titi -tha|

For thoon rammanaadroms 5° (one drummer, playing both drums)

saam clidn
o + o (+)
| - -thati |thaticaco | —ca-co|-ca-co| -ti-ti |-thatitha | -ti-ti |-thatitha |
sooy clin
0 + 0 (+)
|ti-caco| titi-ti |--cacod| titi-tha|
chdn ditaw
o+ o (+)

|ti- caco| titi -tha|

For the /20y 590y nia(also known as 5397444 drum 60 (one drummer, one drum)

saam chin
o) + 0 (+)

|~ [==pt | = ph [-vdb | <=~ | ~--ph|---cub |- -ph |
530y clin

o + o (+)
|- -~ | - - -pely | - - -prin| - - e
or ‘
| ---pa|-vob-tig| - --pa|-tab-ph |
chiin ditaw

57 These data are taken from Narkong's thesis (1992:55-6), but with different romanisation and presentation.
58 tha is used throughout this example to represent the sound tham; ti represents tig).

S9¢o= con

60 ph = phriy)
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o + o (+)
|---vwb]| -ph-ph|
The above are only the basic patterns for each drum: there are normally many variations -

during performance, partly dependent on individual style (see Narkong 1992).

Examples of Lwan fog7 cagwa ("the flying rhythm")

As mentioned previously, &wan /o9y cagwdis a metaphoric explanation for the process
whereby singers free themselves from a fixed rhythm and go into free rhythm, while the
drummer still keeps the 4a/ogpattern to astrict tempo. Kaaz oo/ cagwd allows singers to
express the sad feelings of the genre through allowing them to go with their emotions,
giving them full and free vent, asthey seem to forget the rhythmic rules that underpin the
phleentharaofhat they are singing. Thereis a manipulation of the time-scale within the
Joomsection that a passage of melody inhabits. Singers achieve this by seeming to float
indefinitely above the drumbeat, while the drum rhythm itself makes the audience more
aware of the disregard of order that is occurring, This is of course partly an illusion, as the
unwritten rules of singing phleegtbasaorstate that a piece should notbe excessively long.
The skill lies in the balancing of one passage with another - stretching notes here and
compressing them there, always seemingly unaware, but always acutely aware of the
rhythmic cycle which must be re-entered sooner or later.

The example of &aan /207 cagwd shown below is taken from a performance of one of
Suntharawaathin's pupils, Aphinjaa Chiiwakaanon, singing the song "Thajooj Naj" during
arehearsal for a general competitionin 1991, The ensemble that accompanied her wasa
pliphéiadsesphas which uses the &/oog ooy adadrem. This is contrasted with the same
song sung by Suntharawaathin in 1987 for my personal instruction, in order to illustrate the
song sung without Laaa/log/ cagwd. Noemally, performance with and without £sen/a9/
cagwa(of the same song) will result in different numbers of rhythmic cycles in the joos

section; but in this example, coincidentally, both singers made use of the same number of




cycles, four. This allows us to do aparallel comparison of both melodies. The yb<?zrsection

starts on the cA/fbeat of bar 13 and its ending is marked by the cfoi“beat of bar 28.

Example 120. "Thajooj Naj", sunm chAn. the top staffis a teaching version without Jauin
/ay ‘ca*wrfpresented by Caroancaj Suntharawaathin (28 crochets/minute) [R31]; the bottom
staff is an actual performance by Aphinjaa Chiiw&kaanon (24 crochets/minute) [R32]. The
plus sign with brackets, (+), marks the end of the rhythmic cycle.

13
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For ease of analysis, the above example has been divided into five passages numbered
in brackets (also, passages 1, 3 and 5 are underlined for additional ease of viewing). The

first passage shows the beginning of the JtaaJoojca/pvti, where the singer starts to ignore

)

a_*

(5) aa h£a 33 hason

Oy H- 9D

99 h'9 33hSon 119 -

£

) 99 h”"9 33hasn

iy "y

Ss - cn hyyy wi tdg yy

se - cn hyyy wi tdg yy
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the time-controlling drum and c/iif, there is not much difference at this stage. The kaanlooj

a ufw i1s more apparent in passage 2, where Chitw&kaanon not only totally ignores the
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percussionists, but also adds ornament notes, moving on to "float" over the drum beats in
passage 3. When analysed, her notes are falling on off-beats and quarter-beats, but she is
not attempting to achieve this consciously; instead she is concentrating on the siidsi)vmior
duration of notes without using the drum rhythm to time herself, thus freeing the notes to
become shorter or longer as necessary according to her internal feel for the performance.

This allows the sadness of the song to flow out through the singer to the audience. The

free-rhythmcanbestbe seen retranscribed without bar lines, as in Example 121 below:

Example 121:
Passage?2

without kaaaloojcaijwd

H 11l
hy tm o Iy 1999 %l rad 9 aa

with ham loojcaiprd

6 - m b

o9 hyga 999 9 ha ¥) {Yhasa ha a e

Passage 3

without katm Joojcrnjwd

aa haahaaaaa a aa

with kmmloojca/prd

aa haa haa a aa 39 99
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Passage 4 of Example 120 shows the moment when Chnwakaanon starts to "begin her
approach forlanding", 1. e. when she starts to listen to the drum once more in order to place
herself within the rhythmic structure and takes note of the point in the rhythmic cycle that
she occupies, adjusting and manipulating the vocal melody accordingly. She also has to
calculate enough time to allow herself'to finish passage 4, before the //fr/>rmelody begins,
signalling the beginning of passage 5 and the end ofthe jooi7section. Consequently,
passage 5 allows Chiiw&kaanon to "touch down" from her "flight" by singing the tJidw
melody. She sings it only once, according to Suntharawaathin's advice that "once is
enough, twice is already too much". In Example 120, Suntharawaathin herself sings the
flfc/FFmelody twice, but only because she wants to illustrate an "undesirable" version (to
her school, although not to some others). In an actual performance of the song "06 Laaw"
in 1990, Suntharawaathin used ktuw Joogjcagwito&A sang the rAr/Vmelody only once,

according to her own prescription (Example 122).

Example 122: "06 Laaw" [R23], saamcbiin sung by Caraancaj Suntharawaathin

0 +) 0
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Other singers who never use kaun!?ojcarjwti like Shdcid Dtirij6praniid, repeat the
chkw section at the end ofthe jocn”dsx two or three times. Their belief'is that "the cMw
here is used to imitate a crying voice, and that it is more appropriate to repeat it in order to

illustrate the true sorrow ofthe soul" (personal interview Diirij&praniid, August 1997).
Most singers would choose a middle path, somewhere between the approaches of
Suntharawaathin and Dtirij&praniid. Below is an example of a /<?<2z7section from the song
"06 Laaw" in this compromise style; it is sung only partly using kaualooj cagwd(\n. bars
20 and 21), and the /&?wmelody is repeated twice.

Example 123: "06 Laaw" [R22], satuncMu sung by Prachid Khamprasaad; the tkdw
melody is underlined
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As has been just stated, kamloojcagw ths not to everybody's taste. It is one approach
amongst many, and some master singers, even though they could attempt to "borrow" the
technique, choose not to, instead sticking to their own beliefs and means of interpretation.
Realistically, however, the ability to use this technique depends upon the proximity of any
singer to Suntharawaathin and her teaching. Kaanlzojctujmh.s very personal to
Suntharawaathin and her school; in fact, she can be said to be its inventor. Knowledge of
this approach to phJee/jthiijoojh.as inevitably seeped out and influenced other singers and
other schools informally. However, kaanloojaujwAsatricky technique to master and
becomes very difficult indeed to figure out without direct tuition from a learned teacher. 1
was taught the technique directly by Suntharawaathin, which is why I am able to talk about
it with some degree of understanding. Outside of Suntharawaathin's circle of pupils, it
remains something of a mystery, subject to guesswork and imitation, while being jealously
guarded by its prime exponent. This reminds us that Thai court singing is not a static,
fiercely conservative genre. Itispossible for respected artists to make significant
innovations, subject to the constraints imposed by the rhythmic pattern, which have already

beenmentioned.
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Chapter 6

The Teaching of Thai singing

L Iungua@neingnded We call all those who come to study "pupil children".
1o8g la laAadwnSali Who has ever noticed

T UUAWTRL A D LN n That thisis a custom close to Thai hearts

unArd AL ugngnvinuns To name our pupils as our children?

Sunysdian Tnglulanil All parents of this world, rich or poor,
tausngnlaifi L oD Love their children beyond compare,
LAusNgniiA1nd L Iunes Value them higher than silver and gold,

0 1% . '
gnAudansasiiluituulL oy And so we teachers love our pupil children.

(M.L.Pin Maalaakun 1903-95)

Every year Suntharawaathin's pupils, including myself when I lived in Thailand, gather
together to celebrate her birthday. After lunch, they will play music and sing songs, then
the teacher will join inand sing the above poem to the melody knownas " Khdom Kism
Llug", meaning "a Khmer singing a lullaby to their child". The melody is simple, but the

textis full of emotion for pupils, particularly when it is sung for them by their own teacher.

6.1 The relationship between students and teacher

The term "pupil children" or /dyg sidgives an insightinto the relationship between
teachers and students. The term /dggmeaning “offspring” is used for both male and female
babies, while s7¢is "a person who receives the knowledge" or a student. Another term
used for students is g raaliterally meaning "professional leamers", butitis used chiefly

in modern educational institutions and doesn't have the intimate implications of the




traditional term. If a teacher uses the term g rziaato identify a pupil, the teacher is hinting
that that pupil is merely someone who has come to learn and that they are not accepting him
or heras a "real" pupil. Unsurprisingly, every pupil identifies themselves as being a Joug
s10of the teacher. I have never heard any pupils identify themselves as zdg 27an in Thai
musical society. |

The Thais name their teachers &4rvewhich is derived from the Sanskrit word gurv.
The Sanskrit word itself originally meant "heavy", which is appropriate for Thailand, since
Thais always consider teachers as those who bear a heavy load. Another term used for
teachersis ey butitis more commonly vsed for university professors (including
professors of music) who have formal qualifications. Myers-Moro (1993:110) noticed that
aacsarhave a "higher prestige than &%rve’. Some music teachers who haven't got any
qualifications but teach at universities are unhappy to be called £&zrwwvand prefer their pupils
to call them awcwzz Butfor many Thais the term &rvwvhas a deeper meaning than the
knowledge-giver which the aacwuaepresents. Karvoref érs to those who also love and
care for their pupils, are supportive when pupils are in trouble and happy when they are
successful. Perhaps it could be said that awicaarare respected while &rvvare loved.

A teacher is said to be a second father or mother to the student. Prasidthikun's pupils
call her "khun mée", which means "mother”. Students come from many walks of life:
Suntharawaathin's students are people from various professions. They include a school
teacher teaching Thai language (Jomdooj Phefjphorsaa), a university lecturer in Pali and
Sanskrit (Praph¢d Asawawirunhakaan), a banker (Canthraa Sugkhawirija), a doctor
(Yyaphoy Catirathamron), a school teacher teaching Thai traditional singing (Aphinjaa
Chiiwakaanon) etc, These people are bound together like brothers and sisters with
Suntharawaathin as their mother, although they do not call her such.

The students of Khunjiy Phajthuun Kidtiwan - many of them from the Army Academy

- treated her as if she was their real mother: they took her out for day trips, and when she
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was ill, they brought her food and flowers and kept her company; and when she died, they

mourned.

Myers-Moro divided students into two kinds: formal and informal.

Formal students were those who lived in the teacher's household, performing
chores in return for daily lessons and opportunity to practice long hours... .
Informal students came only occasionally to study or to "ask for" songs. (Myers-

Moro 1993: 111)
There are no terms to distinguish between formal and informal students, butit is clear to the
teacher and the students themselves. The relationship between the teacher and his or her
formal pupils and amongst the pupils themselves was that of people in the same family.
Thais define these people asthose who "live under the same roof" ( jow &y clualaaa drzaw
Aan) and "eat rice from the same pan'" ( &in &hdaw m32 diiaw kan).

Even though some of these “musical houses" still exist and still accommodate
musicians and singers, e.g. Phaadthajakooson House and Kamnan Samraan House6!, in
other places this tradition struggles to keep going.%2 Most musicians and singers come to a
teacher's house to learn and practice during the day but no longer stay the night. On top of
this, musical houses are no longer the only places from which to gather knowledge: formal
educational institutions, such as The Dramatic Arts College, have also taken over these
traditional tasks. Thus, formal students are no longer only those who live with the teacher,
However, eventhose who are taught in other contexts still have to be loyal disciples who
conscientiously learn, perform and preserve their teacher's style.

The new definition of an informal student is one who, although learning new songs
from a teacher, still sings in his or her old style simultaneously. (So, in effect, a student
can have a formal relationship with one teacher, whilst having informal relationships with

several others at the same time. ) One of Myers-Moro's informants said that .. .the first

61These two examples are also known by the ather names Wadkanlajaa House and Ajudthajaa New House
respectively.

62 Chritopher Blasdel gave a fuller list of Thai musical housesin his 1999 paper to the 39th ICTM
(International Council of Traditional Music) conference, which would be of interest if published.
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teacher always goes the deepest, touches the student the most" (ibid:114-5). Informal

students can make the teansition to formal if they spend a long enough time with the teacher
and the other pupils, not only learning and performing music but sharing their life with
them.

Thais use the term 404, literally "to cover", but which can also be translated as "to
influence" or "to mould”, in order to explain the process of passing on Thai singing. An
example of influential teaching can be seenin the case of the already mentioned Aphinjaa
Chiiwakaanon, a singer who spent many years after gradvating from university living with
her teacher Suntharawaathin, absorbing the very spirit of the teacher, not only imitating her
singing style, but also emulating her in all aspects of her life, even down to the way she
dressed and which omaments she collected. Despite concern in some quarters that her
singing is "too much like" that of her teacher, Chiiwakaanon enjoys a reputation as one of
the top singers currendy performing, proving that an old-style relationship with a teacher,
although it has some dangers, is still effective in creating a new generation of potential

master singers.

6.2 Traditional teaching methods

In the old days, most successful singers started singing when they were very young,
learning from their parents or relatives. Those with no close connection with a musical
family found it difficult to get a teacher and often struggled to excel. Suntharawaathin learnt
singing from her father, Phrajaa Sanddurijaan®3 (one of the most famous court musicians

ever), simultaneously with learning to talk. She wrote thus about learning to sing:

63 This is atitle given to Chém Slntharawaathin by King Rama VI. Phréajaa refers to "the fourth rank of

conferred title for government Civif Service officials" (McFarland 1989:567). Sanddurijaan means "melodious
music".
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My mother told me that when [ was only a few days old [i.e. in 1915], my father
fed me with a drop of pure gold every day for three days. Years later, when my
speaking was clear enough, he started teaching me to sing "Tén Phleeg Chig", as
it had to be the first song every beginner learnt. The first line was &’:f:z&rp&@odd
saldd &2on', but on the first day I learnt how to sing just the word ' Leaker": ' Anar'
followed by Pran and then ' &' . The sound of the Fpaz must be the same as the
trilling sound of the fiddle. In order to exercise the throat until it was under
control, I had to practice every morning and evening. Once I could sing that

word, he taught me the next one and so on vatil the song was complete.
(Suntharawaathin 1995:88-9)

This was common practice amongst the children of famous musicians. The song "T'én
Phleen Chig" was used as an initiation piece for every beginner at that period, including
Prasidthikun and DUrijapraniid. However, Kidtiwan informed me in conversationin 1997
that she was in fact started off with the song "Thajes", her father perhaps being important
enough as a musician to have his ownideas about apprenticeship. Feeding ababy witha
drop of gold was widely believed to ensure that the baby would grow up to be golden-
voiced. Thus, according to a Thai saying, singers with good voices were zigrioy szay
ooy - "golden-voiced singers". Whether or not the pure gold had any effect on their
voices, some of these children did in fact grow up to gain great distinction as famous
singers with fine voices! The fiddle reference is interesting in light of Prasidthikun's
recollection in her book that she was taught by Phrajaa Sanddurijaa to memorise sounds

| by listening to him playing them on the pirz1/(Thai oboe) ([Prasidthikun] 1992a:103). One
thing is certain, that learning bit by bit with regular practice - or to borrow Myers-Moro's
words, the "slow cooking" of the old leisurely world - led to evident success. There were
no fixed periods for lessons; singing teaching took place anywhere and at anytime in a
holistic, life-embracing way. Meal times, gardening periods, even massage sessions were
all opportunities for debate, correction and practice. The dowaside of this was of course
harsh discipline and physical punishment for the slow or lazy child.

In these past days, singers exercised their voices by singing under water. Prasidthikun

recalled her own childhood experience:
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My house was by the river. I exercised my voice in the river. My father made me
go under the water and sing. You could sing anything, not necessarily a song,
yelling or just singing the sound ap, butit had to be at the top of your voice. My
father would keep me under the water by pushing my head dowa uatil I was out
of breath. When Irecovered from exhaustion, my father would make me repeatit
again, and [ had to do this everyday ... . Singing under water not only gives you
strength but allows you to hear your own voice more clearly. As aresult, you'll
be able to hit and maintain a pitch, and never be out of tune ... (ib1d:74)

When an opportunity came, the child would be sent to stay with a famous teacherto
gain more knowledge. Prasidthikun's father was a common (non-court) musician and also
afine singer. He started teaching her when she was only 7 years old. One day, when
Phrajaa Sanddurijaay visited the house, her father asked her to sing for the visitor. She

wrote in her diary:

My father said to him [Phréajaa Sanddurijaag)] that I was a foolish girl, never
waanted to study, but enjoyed singing very much. Then he called me to sing for
his highly regarded friend. He [Phrajaa Sanddurijaan] said I had a good voice and
was brave, and then offered to train me, saying that this knowledge [singing]
would be good for my future. I followed him to his house in the Baan S&j Ka;j
district. He taught me onlyin the mornings and evenings. Durmg the daytime, he
had to go to the Stuan Buua Palace to teach the ladies-in-waiting... . One day
[after a year] my mother visited me, and I wanted to follow her home. I hadn't
learnt much at that time. Also I had an easy and comfortable life with my teacher.
What a foolish girl I was! (ibid:102)

Because Prasidthikun already had some knowledge of singing, Phréjaa Sanddirjaay
chose to re-teach her songs that she already knew before teaching her new songs. She
recalled:

When finished learning some significant techniques onthe songs I knew already,

he then taught me new songs. The first song he taught me was "Saarathii” and then

"Khameéen Piikheew", "Khesgmoon", "Thajaoj Naj", "Thajooj Ndog" and so on.
(ibid: 104)

The correcting of already-learnt songs was a process of getting to know each other for both
teacher and student. The student had a framework of knowledge against which to measure

her new learning, and a ready-made comparison which allowed her to see the significance
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of her new teacher's sy (style) and techniques. The teacher was able to measure his new
student's ability and knowledge, while having a structure on which to build for the future.

Itis interesting that I had much the same experience myself when I transferred from my
first teacher, Suntharawaathin, to become aninformal pupil of Kidtiwan. She made me
sing a song that ] knew in order to assess me; immediately she spotted the evidence of my
previous teacher, identified her correctly, and set out to gently provide me with alternative
techniques and interpretations of the piece, She then proceeded, over the succeeding

weeks, to teach me songs that were unknowa to me.

6.3 The concepts of Auvvay wichaa or "guarding knowledge" and &hrvuphdy kig cam or
"stealing knowledge"

Hvvag wickaais afascinating concept. The term Avvagitself, according to Haas' 72~
LEnglish Stvdent s Dictionary; means "to refuse to share or give away; to guard, keep back,
care for zealously; orto keep from falling into others' hands". The term wrckaameans

"knowledge". Myers-Moro interprets fvuvay wrckas as "guarding knowledge" and says:

Sometimes guarding is not overtly the choice of the teacher himself, but of the
deities... . This strict guarding has saved the most sacred repertoire from falling
into the hands of students who are likely to abuse tradition by passing the
repertoire on to others indiscriminately or who might be harmed by the
supernatural power associated with some songs. (Myers-More 1993:118)

Such a statement presents 4uvvay wichaa as a concept where the restriction of
knowledgeis under the control of musical deities. Itis true that Thai musicians guard very
much against the improper passing on of certain repertoires, particularly pileeyndaplhdad
This term comes from zdsmeaning "face” or "front" and phisdmeaning "orchestra”. Itis

impossible to explain the significance of the actual words, but this term became associated

with theatrical melodies some time in the 18th century (there are norecords of dates, only
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oral conjecture). Phleey aiaphiadwere wordless interludes which accompanied the action
on stage. Sometimes demons and supernatural beings were involved, and these pieces
gradually came to be associated with these deities. Later still, they came tobe used in w4y
ABrvu("homage to teachers") ceremonies, which enhanced their supernatural reputation.

Phlileey ndaplidndmust be té.ught step by step, in strict order, with certain pieces only
allowed to be taught after others have already been mastered. One of the pieces that inspires
most awe and respect is "Og Phra Phiraab" - described by Myers-Moro as "the most
supernaturally powerful and dangerous song in the entire musical repertoire”. It requires
not only very advanced musical skills, but also spiritual maturity and high social standing
on the part of the "knowledge receiver" ( pfvu rsib thiay thad). Traditionally the phvv riib
thedaif th3od apart from having a good knowledge of the prerequisite preceding pieces, must
also have been a monk. 84 This latter was supposed to spiritually protect the receiver against
any supernatural side-effects which may occur from learning such a sacred piece. Thai
musicians are very superstitious people, and the initiatioﬁ as amonk, even ifitis only fora
few weeks, represents the superiority and triumph of Buddhism over the old religion of
Hinduism with its demons and gods, the old religion having inspired the sacred deities to
whichthese phlecy niaphiadare dedicated.

Another explanation for this close tie with religion is that in the old days, when the
temple was the centre of all kinds of education, only people who had been ordained as
monks were allowed to be educated. Therefore, for Thai society in general, only he who
had been ordained as a monk was considered a &#oz sggor "ripe person”, ready to work in
any profession. Thus for musicians also, only a person such as this was equipped to bear
the responsibility of performing and preserving the piece "Ogn Phra Phiraab" and other
pieces from the phleey niaphiadtepertoire with respect and due care. As a consequence of

this, women were prohibited from learning the most sacred phlecy ndaphdadpieces sinceit

64 In Thai society, traditionally, most men were ordained as monks, usually around the age of 20, before they
returned to secular life. This need only to have been for a short period. It gave a unique insight and spiritual
grounding to the populace, engendering respect and admiration for those wha chose to spend their whole lives
as monks. The practice still continues taday, though much reduced.
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wasimpossible for them to be ordained as monks. Some time in the unrecorded recent
past, therules became loosened, with an age limit now standing alongside mandatory
ordination as the qualifications for eligibility. Those who have never been monks have to
be over thirty-five years of age, which allows women to now learn even the most guarded
and respected of pieces, although such women still» remain few in number.,

This restricted repertoire had nothing to do with singers, as all of the pieces were
instrumental. Itis only recently that lyrics and vocal melodies have been created for some
of the phleey adaphdadassociated merely with action scenes. The "high" pieces, related to
deities, such as the aforementioned "Or Phra Phiraab" and others such as "Phraam Khaw"
and "Samaa Phraam", still do not have vocalised versions. Even the less sacred pieces that
have been given vocal parts are still treated with the utmost respect and are only taught
according to the traditional protocols and cautions.

Huvag wichaais not confined to the sacred sphere. There is a long tradition, related to
the practice of pupils living in the houses of their teachers, of master singers jealously
guarding the musical knowledge acquired in a lifetime, and refusing to pass it on to any but
the most trusted of their apprentices - sometimes not even to them until literally the last
days of the master's life. Occasionally the master would wait too long, as evidenced by
"ghost" songs, such as "Niiarapaatii", "Chomphuuntd" and "Jqokhii Joon Keew", which
are no more than names written in AjGdthajaa-period inventories. This secular vy

wichascontinues to the present day. It has been said that Liuvag Pradidphajrd (1881-1954)
did not reveal his best version of the rauziad éggsolo of the song "Kraaw Naj", learntina
dream, to any pupil. The only student that he was prepared to teach this tune to was Bunjoy
Kéedkhorn, but Kéedkhor) did not have enough ggon kamuaon (thank-you money) to pay
for the lesson. In the end, the unheard tune went back to its musical deity forever!65

Montrii Traaméod wrote about Thiuam Prasidthikun:

65 Neaa brmnonwas only requested by ateacher for the most prestigious pieces. The teacher traditionally
passed the money an to atemple in order to make merit and to thank the forefathers of his school.
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I asked Khruu ThGuam to sing for me the song "Thajooj Diiaw" but she
refused. I think she was afraid that I would memorise the song! Worse than
that, she refused to remind me of the lyrics of the song "Phracan Khryy Siig"
which I myself had written and taught to her. ([Prasidthikun] 1992a:39)

This kind of Auvuag wichaa is a otally human jealousy, with nothing to do with the
supernatural or respect for deities. The refusal to pass on knowledge comes from a high
degree of competition amongst musicians and singers, even those who work for the same
institutions. Where musical knowledge equals prestige, no singer wants to give his or her
rivals any advantage. Atthis level, fvvay wichaacan simply be viewed as the result of
pettyrivalry.

Probably as a consequence of Awuay wickas there grew up the corresponding practice
of &hrvw plg /g cam which can be translated as "memory and theft are the best teachers"
but which canbe simplified as "stealing knowledge". If musicians and singers could not
extend their repertoire by fair means they had to use foul. Krvw phde lge camrefers t§ the
practice whereby musicians and singers would attend performances by their rivals or
superiors and try to memorise any son.gsAor techniques which were new to them. They
would then incorporate the stolen musical goods into their own repertoire, trying to pass
them off as their own. Wichiian Kunlatan provides examples of the extreme lengths that
musicians go to, even now, to avoid becoming victims of predatory "thieves", otherwise

known as other musicians;

Some musicians practice their music in fruit gardens where no one can hear
them; some fiddle players put a piece of cloth into the sound box in order to
mute the sound for the same reason; some play the tunes very fast so that
nobody can possibly remember and so steal the melody; some masters of pirza/
practice their instroments sitting in trees and put the end of the pirzgsinto a jar
so that the sound cannot be heard clearly ... . ([Kunlatan] 1983b:36)

Huvay wichaaand &hrou phig lig camstill exist despite the advent of universities with
their Thai music departments, and are indeed rife within their walls. Karow plbde lie cam

can be seen as a way of disseminating and widening knowledge of traditional music so that




it is not fost. Musicians and singers can also enrich their own practice by studying and
copying the techniques of others, and in fact they all do so, whether they are willing to
admit it or not. In this way whole schools can acquire characteristics from others, and

stealing knowledge can be regarded as just one more way of learning. 66

6.4 Songs for beginners

As mentioned previously, "Ton Phlee Chin" was expected to be the first song learnt
by most singers born at the beginning of the 20th century, and in their cases it really was
the first. When the Dramatic Arts College, the premier music college of Thailand, was
established in Bangkok in 1942, this song was put into the curriculum and has been used
as aninitiation piece ever since. However, the college students were and are unlikely‘to be
complete beginners; by the time they sit the entrance test to the college they will have had
some years experience of singing. So "Ton Phleeq Chig" can be said to be theirinitiation
into higher learning, although confusingly, some might have already learnt it as their first
childhood piece. Thiuam Prasidthikun, one of the pioneering teachers of the school, wrote
in an article published on her cremation that her friends and ex-pupils often teased her for
her never-ending use of the song "Toén Phleen Chin” for beginners: "Khruu Thiuam's
pupils year after year sing only the song ' &wa&sr', nothing else" ([Prasidthikun]
1992b:118; Laukuis the first word of the lyrics, and so became used as a nickname for this
piece by the pupils).

"Ton Phleer Chig" is the first song of the "Tab Ton Phleey Chig" suite, which consists
of "Tén Phleeq Chiy", "Coorakhée Haaq Jaaw", "Tuuan Phra Thaad" and "Nog

Khamin".67 In a situation where time prohibits pupils from learning the whole suite, they

66 David W. Hughes has noted that Japanese folk musicians also often "steal art" (ge7 0 zusurmd) from others,
butthere, in Japan, itis a proudly admitted and accepted technique (Hughes 1985:Sect 2.5.2)
67 It is common touse the title of the first piece as the title of the suite
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have to at least finish "T6n Phleerj Chir]" (Soow”d, personal interview 1997). The song is
atthe SHiun chtinlevel, with its characteristic large use of yyan making it hard to learn.

Why use such a difficult song to teach beginners? Prasidthikun opined:

Children that have never learned a song are completely ignorant, and any song

canbe hard for them anyway. Therefore we might as well teach them a difficult

song with a lot of yyan and once they have learned the difficulties of yyun,

they can learn anything. This is what we mean by tdnJam bdxgcilsubiuijmyya

plaajm yy\'hard at the beginning, easy at the end"], (ibid: 122)
Disregarding the high degree of yyan Prasidthikun said "the song is not too difficult
because the melody is simple and not too long when compared to the smim cAsfomelody of
other songs" (ibid: 122). Here is the melody of "T6n Phleerj Chirj" that I learnt from

Suntharawaathin in the music department at Chulalongkorn University, where it was also

policy to teach it to beginners as their first song:

Example 124: "TdnPhleeq Chirj", saamchdn
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The vocal melody shown here contains metabole shifting between siing chnwnn”c = 1) and
sungphiing-oobon{Q=1). cbooizl = sungcbnwan -> sungphiing-oobon -> sung
chnwan [boon! - siingpbung-oo bon -> sung chnwan. The melody from bars 9-16 of
choonl is the same as that in bars 13-20 of chooni, and this, according to Prasidthikun,
makes the song easy to remember. Thoon! contains three cycles68 of nhnchiibprobhiy
while thoonl contains only two cycles, amoderate amount by Thai standards.

While "Tdn Phleeq Chiq" is seen as the ideal song for beginners, it is not by any means
the only song used for this purpose in the past. Kidtiwan told me in conversation that she
had been taught the song "Thajce" as a beginner by her step-mother, Mdm Caraan(1876-
1955). This song is considerably more advanced than "Ton Phleeq Chiq", and appears as a
solo piece for many different instruments. The melody is hard to remember, and this has

made it very rare as an ensemble performance piece. [asked Kidtiwan if she could teach me

68 The above notation shows the vocal melody of tteh/A as beine two and a half cycles, with the first cycle

containing only half a cycle. This is because the first half cycle of this section is a /banmelody, which, as
mentioned earlier, is normally omitted in the vocal melody.
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this song and at first, she said "Why would you want to learn a song that no khon khiyyag

[instrumentalist] can accompany!". Inthe event, she did teach me the vocal melody and
said: "Good luck, I hope you find some people who know the instrumental part well

enough to accompany you". Below is the vocal melody of "Thajee" which I learnt from

her

Example 125: Transcription of the song "Thajee" [R30], smm cMn from tapes recorded
during my lessons with Khunjiq Phajthuun Kidtiwan
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Although the beginnings (first 14 bars) of each choumrt the same, it is a lengthy song with
(Mbc>n\ containing four cycles of naachtkbprdbkdjanA choonl containing six cycles; this is
part of the difficulty in memorising the melody, particularly for beginners. Also, the Mug
tdgoithe first cajwikA each choondo not correspond with those in the ./bta"melody. On
top ofthis, the vocal melody of cduunl is significantly shorter than its jbtoc"melody, an
unusual occurrence in a phlee/jnaachdbprdbkd]. (See Appendix VII for a transcription of
the kkduz/meiody of this song.) These non-correspondences cause extra difficulties for a
beginner, when they try, as they are taught to do, to compare the vocal melody and the
i"*cfc melody, in order to understand the relationship between the two. All of these factors
have probably contributed to making "Thajee" obsolete as a tool for teaching those in the

early stages of learning Thai court singing.



6.5 Modern teaching

In the past, in the pre-formal education era, "T6n Phleen Chin" was the popular choice
for use with absolute beginners and "Thajes" was the unpopular choice; now, in primary
schools where today's true beginners are found, the first of these has sunk to a low level of
popularity for use with the schoolchildren while the second has disappeared altogether from
early learning schemes and has become an esoteric piece even for professional singers.
School teachers now choose songs which contain much less Fyaz, such as "Khaeg
Boorathéed" ( 592y cldzonly), and wordy and popular songs such as "Laaw Duuag Dyyan"
instead. Amongst these teachers, the song "Tén Phieery Chig" is put at the "intermediate"
level, if it is taught at all; however, in the small number of schools where Thai musicis still
seen as a serious subject, this "ideal" song is still employed from the beginning.

So, in mainstream schools, a more modern approach has evolved. Aswell as teaéh'mg
the less demanding songs already mentioned, teachers now have a more graded method
which they may employ. Thisis thanks to Stdcid Durijapraniid, a well-known and
resj)ected singer bornin 1927. In 1996, she developed a set of six cassette tapes graded
from levels one to six, for use with either primary or secondary school beginners - "Tén

Phleen Chin" was nowhere to be seen. Here is her choice of teaching material:

Tape 1: "Kheeg Boorathéed", "Tuvay Phra Thaad", "Piin Talig Ndog", "Ciin Khwan O3n",
"Naagkharaad", "Khéeg Nay", "Théeb Thooy", "Krabbog" "Khaméen Laj Khwaaj",
"Talim Pooy" and "Féaran Khiiad"

Tape 2: "Naag Naag", "Wilandaa 0dd", "Thooy Jon", "Laaw La.mpaag“ "Nii Syya", "S9j
Son Tad", "S3j Phleeq”, "Moon Ram Daab" and "Saraburdg Ndog"

Tape 3: "Maoon Joon Daad", "Khameéen Paag Thda", "Joosalam", "Laaw Somded", "Ciin
Phajaa Khrud", "Khseg Saj", "Nog Jaag", "Krabdog Thooy" and "Khameéen ssw Baay'

Tape 4: "Ciin Ses", "Wéedsukam", "Campaa Thoog Théed", "Saam Saw", "Khseg
Lébburii", "Kariian Thoon", "Laaw Duvag Dyyan", "Méaj Caag", "Lam Stwad" and "Ciin
Ram Phad"
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TapeS: "Laaw Damnaan Saaj’, "Khéeg Saaraaj" "Siftoo Lén Haag", "Khyn Phlabphlaa
Ndog", ,'Chéag Prasaan fjaa", "Hog Bod", "Saalikaa Khameéen", "Phamaa Hee", "Rum"
and "L3g Ryya Phranakhoon"

Tape 6: "Liilaa Krathdm", "D3ogmaaj Saj", "Aahiia”, "Khdom Kldm Loug”, "Maalag",
"Ctin Lanthan", "Phad Chaa" "Khameéen SajJéog", "Loo" and "Khaméen Phoothisad"

The first tape contains fast-tempo songs. They are sung with a small degree of fyuz
and so are known as phleey ayya temor full-text songs. As arough guide, it can be said
that the degree of Fyuzand the number of rhythmic cycles which the songs include both
increase as the set progresses. In fact, tapes 4, 5 and 6 reach a level which could be said to
be that of a professional singer. The majority of the songs over the six tapes are at the 5oy

chdalevel. There is a small amount of progression through the levels, as two of the songs
onthe first tape are at the oz dizawlevel, and a few of the songs on tape six are at the
saan chintevel.

Hot on the heels of the appearance of Durijapraniid's tapes, the Ministry of Higher
Education announced that they intended to bring out their own rival set. Although it has not

yet appeared, a preview list of songs to be used is available, and looks like this:

Level 1: "Phleey Chaad" (Nanonal Anthem), "Phleer Sansdon Phrabaaramii” (The ng
Theme), "Phamaa Khwee" saoyc:b:ia) "Laaw T32 Nog" ( so:)gcﬁ‘@ Buusenség (5997
aheird, "T5j Tally" ( s50g chedny, "Soom Sdy Stey'" ( aheda dizaw), "T5j Khoog"

Level 2: "Phamaa Kloog Jaaw" ( soogp cliizy, "Khaméen Phaaj Ryya ( sdog chidn),
"Khameéen K1dm Loug" ( soog ckin), "Khameen Kampoo" ( sooy chidzy, "Moon Thaa Id"
( s9og cliiny, "Khdeg Kidm Claw" ( soog chds), "Moon Duu Daaw" ( sooy aedn),
"Néaagkhardad" ( abadn dizaw)

Level 3: "Phamia Khwee" (swycb:é&) "Phamaa Kla:.)g Jaaw" ( soog chdn), ' Khameen
Phaaj Ryya" ( soogpchedn, "Khdom Kidm Loug" s:)oycb‘fz@ "Moon Thaa Id" ( soog ctiis),
"Khaeg Kldm Caaw" ( 500y ckin), "Laaw Phug Dam" ( soog chin

Level 4: "Tab Ton Phleey Chin" ( saam cﬁ.fiz;) "P§" (suam chis, "Laaw Damnoon Saaj"
( sdop cliny, "Lom Phad Chaaj Khaw" (wycﬂd@ "Naay Naag (mycﬂ;i@ "Kheeg
Boorathéed" ( soog cledn, "Saam Saaw" (soogchidn, "Ciin Khim Lég" ( soog cetr)

Level 5. "Khameen Saj Joog" ( see chidr), "Laaw ' Duvag Dyyan” ( soog cliiny, "Khameen
Phoothisad" ( soogcdn), "Taw Kin Phaghly" (sooyctin, "Klom Naari" ( 2449),
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"Aaniu" ( t4dw), "Kaarawéeg Lég" ( 44w), "Khdeg Boorathéed" (£44w), "Tab Wiwaa
Phrasamud" (.s‘.:i'?y clid

Level 6: "Sten Sud Sawaad" ( sdum cliz), "Ton Boorathéed" ( zéaw), "Ciin Khim Lég"
(tfaw), "Naay Khruvan" ( z4em), "Sud Sa-fuuan” (z4aw), "Khéegmoon Baay
Khiunphrom" ( 447#), "Tab Mahoorii Ryyan Naag Naag" ( sooy cin), "Phra Aathid Chig
Duvay' ( soog cheds)

Though the songs chosen are almost completely different from Dirijapraniid's, they
broadly follow the same system of increasing Pyuzand rhythmic cycles, and also show a
gradual increase in metric expansion level from s92y cfinand some chedn dizaw; towards
saam chinand full thawsuites. But thistime, it is amore graded approach, with guidelines
as to the age when a pupil should be exposed to each tape. The "Ton Phleery Chiy)" suite is
included at level 4. There are also a further three levels aimed at professional singers, who
will be expected to have memorised levels 1-6.

Long before the arrival of pre-recorded cassette tapes in primary and secondary
schools, there was and still is widespread use of tape recorders to record singing lessons
by both private and university singing teachers, so that students could take these recordings
home for extra practice. The use of tape recorders is almost universally accepted now,
reducing the huge amount of effort which constant repetition caused teachersina
completely oral discipline.

The way Sintharawaathin taught me was to record what she calted the &#roogor "the
bare bones" of the vocal melody the first time a new song was being learnt, then send me
away, saying "I will dress the song in jewels next week when the &#roogis secure in your
mind". These colourful metaphors cannot be taken as a true representation of the process,
however. Sometimes, she wou/dadd extra ornaments, hand-picked by her to suit my
individual voice and to show off its strengths within the vocal melody. She would also
tailor the breathing to my needs. But, itis just as likely that the second week's version
would not be that different from the first. Most of the "jewels" or ornamental notes would

have already been presentin the so-called £#roogversion, and occasionally she would
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evenremove some of the ornaments which were deemed to have been too difficult for me.
In this way, it became as much a process of "undressing" the song. On yet other occasions,
nothing would be changed either way, as Suntharawaathin felt that the song already fitted
me perfectly. Isuppose what [ am saying is that it was a completely flexible process,
despite her description of what she was doing. Here is an example of ornaments being

added to a khroofpizrsion:

Example 126: An"PH/zsection from "Tdn Phleeq Chiq" sung by Suntharawaathin in a
private lesson

JtArooi/vecsion.
3
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The above example shows the way in which Stntharawaathin ornamented the pyaz
sound oay-zoa | have underlined four passages of the above vocal melody and numbered
them (1) and (2) in each version. In passage (1) of the &frvogversion, the sound sa7-s92
is unornamented; in passage (1) of the dressed version, Sintharawaathin has added extra
notes, which change the sound sozinto o 4 an and the sound gosinto gfa-9-9a In
passage (2) of the &rvogversion, the sound oag-yoais already "half" ornamented and has
become saggda-2 4, itis "fully” ornamented in passage (2) of the dressed version and has
become 9245 2y f#o-2-3a These changes represent a combination of Suntharawaathin's
personal aesthetic together with her assessment of what would be the "best" version for my
voice and technique.

My experience of learning with Khunjig Phajthuun Kiddwan was different as she
adhered to the old traditional teaching methods without the use of a tape recorder. This
meant longer lessons with constant repetition on both our parts. As a result, a rapport
developed which meant that I became more aware of subtle changes, variations and
nuances in the song being learnt. She went through the songs phrase by phrase, singing
them as they should be sung in her 44y and correcting me as we went along. This
method meant instant assessment on her part, as she was aiming to arrive at the "perfect”
version for me by the end of a single lesson. In fact, with her permission, I did record
these sessions for my own ease of learning, as  knew I only had a limited time with her,
and to make sure that any details of what was an alien style to me did not go unnoticed, but

this did not change her teaching approach in any way, in my opinion.

6.6 Music competitions

I have included this section as | regard the preparations for music competitionsto be an

opportunity for teachers to expand and reinforce their message. Teaching new material,
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rehearsing pupils or students, and evaluating final performances all increase the imparting
of fresh knowledge, as Chajseéerii said of the good effects of competitions: "they stimulated
the composition of new songs and variations and encouraged hard work and diligent
practice” (quoted by Myers-Moro 1993:120).

There are two main types of music competitions at the present time. The first is known
as Laan prachagand is a traditonal competition which can take place in either a formal or
informal setting, though there is no difference in name. The formal &waa prechanis an
arranged competition where some rules come into play, e.g. the songs to be played are
agreed in advance, as is which group will play first. They are very numerous and can take
place anywhere - they have become something of a rite of passage for aspiring musicians
and singers, and no-one is taken seriously if they haven't taken part in one. The informal
version normally takes place in a temple, on the occasion of a funeral or major festivat,
when several different ensembles have all been employed at the same time. These
ensembles engage in vying with each other during the ordered service, each wying to outdo
the others in ingenuity and skill. The competition is unspoken, but everybody knows

exactly what is going on without being told. Myers-Moro notes that:

One group might perform the very same song which another group has just
played to show that it can play it better, or it might choose to perform an
obviously much more difficult, complex piece. (ibid:121)

The second major type of competition is called Laaz prakovad 1tis similar to the formal
form of &wa prachaz but it differs in that it contains opportunities for single instruments
and voices to compete, as well as being almost entirely made up of schoolchildren and
university students. Kaazprafivadare arranged by government agencies and have no
religious dimension, being purely about the excellence of the musicians and singers. The
first competition was only for singers and took place in 1950, arranged by the government

Department of Public Relations ( £roar &dodsaaaakaan.
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Kaaa prakoudcompetitions allow students of a new generation to experience traditional
ways of learning through music camps which are set up expressly to prepare for them. Not
all of the competitors attend these camps, but the winners generally have done so. Camps
include those of Chulalongkorn University (Bangkok), Kannasdodsygsaalaj School
(Supanburii) and Raadwinid Baankéew (Samudpraakaan). The regime employed by these
builds personal discipline, as I know from experiencein 1987-9, when I attended the
Chulalongkorn camp and had to get up at 5 a.m. every morning to practice until 7a.m. and
then attend a morning of normal classes, before spending the afternoon and early evening
learning and revising songs for the competition. Itis no exaggeration to say that the legacy
of this formed the foundation of my professional life as a singer and musician.

There is a downside to £waz prakvvadcompetitions. They tend to lead Thai musicinto
standardisation: melodies or rhythms that are variable and open to many interpretations
according to sbragbecome standardised so that they can be subjected to a marking system
by the judges. For example, there is a melody in the song "Ciin Aanuu" that some singers
will sing using C as the /dyg tdg; while others use an E. Before the competition, it was
announced that the C /dyg tdgwas the correct version and had to be used. Consequently,
prospective competitors were only taught one version, thus limiting their educational

outlook. Itis debatable whether thisis a healthy thing for the future of Thai music.

6.7 Recent movements in teaching theory

In 1986, the Sth National Plan was launched, its subject being the preservation and
promotion of Thai culture. This led to the first ever national conference on Thai music on
20-22 October 1987 at Mahidol University. The conference discussed several issues,
including the role of higher education institutions in preserving Thai music and giving

support to musicians and singers. It also discussed the initiation of the development of a
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teaching method for universities and the role of higher education in popularising Thai music
amongst the general populace. Finally, it debated the lack of truly excellent musicians and
singers, and set outa plan to increase their number,

As a consequence of this, in 1988 the Ministry of Higher Education set up a committee
under Waraawid Sumaawor) and Phuunphid Amaadtajakun. This decided that it should
proceed along the following lines: it would encourage research into Thai music, so that
high quality treatises would result; it would set a musical curriculum from primary schools
right up to postgraduate study; it would encourage excellent musicians and singers,
including academics, and also encourage regular perfformances from them, certifying them
so that they might enter public sector employment; it would set out to create standards for
the knowledge of Thai music and to create a marketplace to cater for the number of students
of Thai music graduating each year; finally, it would promote the performance of Thai
music as a tool for moral development. Three concrete proposals emerged from all this and
were immediately putinto action. They were:

1 the grading of musical compositions in terms of their complexity;
2 the grading of music theory in terms of its complexity;
3 the standardisation of the examination system for Thai music performance.

In addition, in 1995, a comprehensive book called Keer maindirathian siaktiia wickaa
18 wichaachiib doalrd thay (" Standard grades of Thai music for students and
professionals") was published together with the first of a set of accompanying cassette
tapes giving examples of the songs used (as already discussed earlier). 69

Again, the downside of what at first appears to be a very positive endeavour on the part
of the government is that there is no room for variety of approach. Thai music has
developed piecemeal from numerous strands and traditions, resulting in a complex, multi-

faceted brew. A single regulated approach cannot encompass this, no matter how well-

69 See Appendix VIII for more details of this enterprise.




meaning. Creeping standardisation has resulted from the work of the 1988 committee, as

embodied by this new common university entrance singing examination:

Tasks for the university entrance singing examination

1 The ability to play the drums
2 The ability to use «#igforself-accompaniment
3 The ability to sing in the Thai style
4 The ability to sing the following songs
4.1 Compulsory songs
4.1.1 For the examination of physical ability and concentration
1) "Ton Phleey Chin" suite ( saaam cliz)
2) "P8" ( seam clin)
4.1.2 For the examination of mental ability: memory, understanding,
voice control, and the correctness of the song
1) "Ktdm Naarii" ( 44w
2) "Kaarawéeg Lég" ( tdw)
4.1.3 For the examination of emotion and interpretation
1) "Taw Kin Phagboy" ( soog ks
2) "Naay Khruvan' ( aw)
3) "Sud Sa-guvan" ( i47#)
4) "Khisgmoon Baay Khinphrom" ( #4#)
4.1.4 For the examination of singing songs for social functions
1) "Wiwaa Phra Samud" suite ( 520y cbein)
2) "Naar) Naag" suite ( 590y clein)
3) "Laaw Duvag Dyyan" ( soog clein
4) "Laaw Damnoaan Saaj'" ( sooy cleis)
5) "Khameéen Sajjoog" ( sam cliz)
6) A regional folk song of the area where the university is
4.2 Optional song
The entrant chooses their own favourite song
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On the plus side, Thai singing is more widespread and appreciated now than it has been for

many decades, and continues to increase in popularity. Perhaps standardisation is the price
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we have to pay for this. Hopefully, it is only a temporary price, reflecting our current place
inthe cycle of these things. Standardisation will reach a critical mass which will in tuen

generate curiosity and longing for the diverse world of the past.




Chapter 7

Conclusion

What Ifeel I have achieved in this thesis is to provide the groundwork to link past and
present practices in Thai court singing, a groundwork which canbe built upon by future
researchers. I have been aided and privileged in thisresearch by having experienced three
"incarnations" on which I was able to draw: Thai student of Thai court singing, practicing
Thai singer, and Western-based analyst. Hopefully, the resultis a mixture of emic and etic
insights, expounded in such a way as to create cross-cultural accessibility.

Amongst my main findings and conclusions is the fact that, in agreement with Morton
(1976), Thai court singing does not use the equidistant scale in practice, thus disagreeing
with the theory and practice of Thai melodic percussion instruments. The beginnings of a
basic grammar of pyzais established and set down. Tanese's formulae of the relationship
between speech-tones and the vocal melody, a major contribution to Thai singing studies,
is evaluated and proven to be useful in detecting metabole, with some notable exceptions.

The patterns which govern the positioning of words in the vocal melody are revealed as
having their origins in the &boapoetic form, and shown to be codifiable. Also, the process
by which one set of lyrics is replaced by another, with particular reference to sdghrawasa
performances, is explained. Thai court singing is seento be essentially non-
improvisational in nature, regardless of the appearance of some alterations between the
composed form and the performed form. Vocal melodies are shown to grow, in common
with instrumental melodies, out of the £&#Jaymelody, but within their ownidiom, and the
influence of &pon any given composition is shown to be a significant factor. The
melodic flexibility of phlevptbasaoras embodied in the practice of &wan l2o7 cagwd is
analysed and discussed.
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A change is diagnosed in the approach to teaching, from the traditional method of
beginning with a difficult song containing a large amount of Fraz in order to discourage
unworthy students, to the contemporary method of starting off with the simplest songs, in
order to achieve aninclusive approach, and to therefore win back interest from young
people in the context of a modern multicultural musical environment, in which court
singing is only one choice of many, and an unfashionable one at that.

Following on from this thesis, there is plenty of scope for both deeper and wider
researchinto Thai court singing. Amongstthe most important topics for further research,
would be studies into phleey/akhoon with special reference to songs notincluded in either
the phlesy probkdjor phicey soopmidafepertoires, and into segphaamelody. Also, a study
into samniiapor'accents”, and the differences between the closely related court singing
traditions of Thailand, Laos (with its tonal language, Lao) and Cambodia (whose language,
Khmer, is non-tonal though related to Thai), Of great usefulness as well would be an
investigation into the sources and origins of court singing, both within Thailand itself and

in the Southeast Asian sphere as a whole.
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Appendices

Appendix I: The abstract of BunchQuaj Soowad's research paper: "The

Sound Frequency of the Notes used in the Thai Musical Scale”

This research paper, "The Sound Frequency of the Notes used in the Thai Musical
Scale", is undertaken under the personal patronage of Her Royal Highness Princess Maha
Chakri Sirindhorn of Thailand, at the behest of His Majesty the King. His Majesty aims to
answer the many questions still current amongst academics about the pitch-frequencies in
Thai music by calling for an examination of the traditional tuning system; this system was
measured and documented a long time ago, butit has become adulterated by an ever-
changing world.

The current research continues the research into Thai music initiated by His Majesty the
King and undertaken by the Faculty of Engineering of Chulalongkom University during
1967-1970. The findings of that project provided good outlines which pointed the way for
this current research; re-examination and recategorisation of the earlier data brought itinto
line with real traditions and theories of Thai music. New data was also gathered and
analysed from contemporary users of the traditional tuning system, a system which was
widely used before 1932. The razar thum lefwas used as the standard instrument, and a
Phase Meter Type 2977 was used to read the data, which was later analysed in terms of the
constant ratio of Thai musical theory in order to test the exact measurement of the second
interval against its theoretical equivalent. Field data was used from both before and after
1932, and Thai tuning forks were tested and their frequencies analysed; the differences and
norms of frequency used by court musicians and commoners were also considered. The
accuracy of the scientific tools used in past and present research, and in Thailand and

abroad, was and is both reliable and trustworthy.




The current analysis proves that the system of pitches used in Thai music is made up of
seven notes divided by equal intervals within an octave, and that this system has been
preserved, used and has given a unique musical identity to Thai academics and musical

professionals right up to the present day.
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Appendix II: The pitch ranges of some instruments and of the singing voice

Data gathered from Soowad 1998:82

soosaam | khinj krab
Note Freq. | khdog | male | female | plindog | pi saaj | phiiagoo | sée-phaa
wor jj naj
t 3657 *
la 3312 *
sol 3000 *
fa 2717 ¥ *
mi 2461 * *
re 2229 * * *
do 2019 * * * *
[ 1828 * * * *
lﬂ 1656 x * * X
sol 1500 * * * *
fa 1358 * * * * *
]ni 1230 * * * £ 3 X X
re 1 1 14 * X X x X *
do 1009 * * * * *
ﬁ 914 X X * * x
la 828 L3 * * x* *
sol 750 * * * * *
| fa 679 * ¥ ¥ * *
; m 615 ¥ ¥ ¥ * x ¥
} re 557 X * x * E3 *
do 505 E3 * * X * *
u' 457 X * * x * *
la 414 x * * £ 3 ®
sol 375 * * X x *
fa 340 ¥ * * *
mi 308 * * * E3
re 279 * x * £
da 252 * ¥
o 229 * *
ia 207 * *
sol 187 * *
fa 170 * *
mi 154 * *
re 139 *
da 126 *
t 114 *
la 104 *
sol 94 *
fa 85 *
mi 77 *
re 70 *
da 63 *




Appendix III: An example of raw data from an analysis of intervals

Note frequencies of the song "Khdeg Khaaw" sung by Aphinjaa Chiiw&kaanon

stii #

Hz 253 296 251-253 252 -252 339228 253 222
3
- 297 - 334 325 248 224 254 178
209 159 212 220 249 249 286 -216
$ jri i *
- 295 334 -296 329 304 331
1
303 336 296 279 251 332
11
222 - 298 -335 334

332 374-297- - 333 373 333
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aY
$ yu

- 376 - 299 376 376 376 418 496 376
17
224 252 284 - 220 - 290->285 336 283 246 -
T L
'
Jé' """ I H - - _} k== ----
_______ - TS IF L S
S Tt

-283  -226 376 448 325 305 327 301 - 378

21

255

h*vj” m-H o v

302 329 378 - 303 - 377

23
446 330 333 378 - 299

25

300 332 298 284 241 -249 250 - 251332 - 226
27

251 -247 334 250 286 299

- 374 446 372  325- 334 - 376
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Notes marked with hyphen are those that cannot be measured for three reasons:
I note duration is too short

2 note is sung with a strong nasal voice

3 notes at the end of each transcription cannot be measured because that is the point where
the whole ensemble joins in

The ten songs used in the analysis are:

1 "Khfceg Khaaw" ( Sihim chAn, (hoonY), sung by Aphinjaa Chiiwakaanon

2 "Khfesgmoon" (‘sanm chAn, cbocnl), sung by Caraancaj Suntharawaathin

3 "Phajaa S6og" ('sooni child), sung by Caraancaj Suntharawaathin

4 "Sii B6d" (swim chAn, cbhoonY), sung by Wimon Phaajph&wjen

5 "Tén Phleerj Chir)" (‘satun chin, th?cn), sung by Amphoon Soow&d

6 "Khtegmoon Baarjkhunphrom" (Prince Booriph&d's version) (‘stuim chAn, choonY), sung
byUsaa Scerjphajrdod

7 "Khfcegmoon Baarjkhunphrom" (Phr&jaa Sanbdurijaarj's version) (‘sanm chin, thoonY),
sung by Ccerj Khl&ajsuthooq

8 "KhameenR"adchaburii" (satunchAn, choonY), sung by Praweed Kumud

9"06 Laaw" (soum chin, choon)), sung by Prachid Khamprasdad

10 "Thajooj Noog" ( satun chAn, choonY), sung by Somb&d Sarjwiiankoor]
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Appendix IV: Categorisation of song texts

G = General Songs
L = Love Songs
S = Songs of Sorrow
HB = Hymns to Beauty
P = Songs of Parting
PT = Patriotic Songs
R = Songs of Rage
GW = Songs of Goodwill
PR = Songs of Praise
M = Martial Songs
Ml = Songs of Moral Instruction
Tide Context
Kob Tén MI
Krataaj Chom Dyyan L (recalling the beauty of a beloved)
KrabiiLiilaa G
Kraaw Khseg Ngd PT
Kraaw Ram Moon 1 P and GW
2P and GW
K13m Naarii L (romance)
Kidm Phajaa 1 L (romance)
2 L (romance)
Kwaay Thooy G
Kanscer Sawaad PT
Kamphtd G
Kanlajaa Jiiam Hoy S
Kaarawéeg Lég L (waiting for love)
Kaarawéeg Jaj L (hopeless love)
Kaariian Thoog 1 HB (a deer)
2 HB (agirl)
Kamstuan Sdraay 1 P (sad)
2 P(sad departure)
3 S (lonely lady)
Kég Még M
Keesdon Sam -aay HB (nature)
Kaaw Thab PT
Kwaag Daab R
Khdom K!dm Loug 1G
2GW
IGW
4PT
Khdom Ngan G
Khdom Son Khryyan G
Khdom Thooy G
Khdom Booraan Gand R

Khdom Rathom G




Khdom Jaj 1G
2G
3 HB (nature) and L
4G
Khaneey 1 L (broken heart)
2 L (romaace)
Khameen Khiiaw G
Khameen Chonnabdd S
Khaméen Chom Doy G
Khameéen Sajjéog 1 HB (nature)
2 HB (nature)
Khaméen NXoj G
Khaméen Paagthdo {PandL
2G
Khameéen Phuvay 1 HB (an object) and R
2L (romance)
3 HB (an object)
45
Khaméen Phaaj Ryya 1G
2G
Khameéen Phoothisad L (romance) and S
Khameen Phuumprasaad G
Khameen Raadchaburii Gand S
KhameenLa-29-0g Gand R

Khaméen Liiab Phranakhoon G with R

Khameen Sud Caj S
Khaméen Lyyay IR

2G
Khaméen Jaj LandS
Khameen Eew Baay G
Kheeg Kulid HB (landscape and wildlife)
Khdeg Khaaw 1GandS

2GandS
Khseg Ngs Land S
Kheeg Choan Caaw G
Khssg Deey HB (army troop)
Khssg T3j Mdo HB (furniture)
Khdeg Saj 1Sand L

2 L (romance)
Kheeg Boorathéed G
Kheegmoon G (bad dream)
Kh$egmoon Baagkhunphrom 1 G

2 L (romance)

3Land S
Khéegmoon Baagchéay IR

2L :
Khseg Madsarii 1 L (chiding)

2L,SandR
Khgeg Lobburii PandS
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Kheeg Saaj
Khseg Saaraaj

Khseg Sii Klas
Khseg Hee
Khieg Aaway
Khéeg Oodd
Khruuan Haa

Khrdob Cagkrawaan
Khrin Kid

Kiirii Phajrd
Kunlug Khunpaa
K@u Moon Ram Daad

Kiiaf Moon Ram Daab

Ngiiaw Ramryg

Caorakhée Khwaay Khioog

Coorakhée Haag Jaaw

Coorakhée Haan Jaaw (S)

Campaa Thoog
Campaa Naarii
Cﬂjcbg Thoog
Cintaraawaatii
Ciin Khwan O3n

Ciin Khim Lég

Ciin Khim Jaj
Ciin Khaw Bood
Ciin Nam Sadeéd
Ciin Ramphyy
Ciin Lan Than
Ciin Wan Liuag

Ciin See

Chaldem Phon
Chom Dog N¥ya
Chom Suuan Sawan
Chom Sty Can
Chaweedaakaon
Chaag Prasaan Ngaa

Juuan Ramphyrn
Jiipun Cha-3on

HB (nature)

1 HB (garden and flowers)
2 HB (garden and flowers)
Sand L

Pand S

HB (house and garden)
Pand S

1Land S

28

L (seductive)

1 L (thinking of the beloved)
2 L (thinking of the beloved)
L (thinking of the beloved)
MI

G

L (romance)

GW (to the king)

G

HB (a woman and furniture)
1G

2G

3G

4G

G

L (romance)

S

S (chiding)
1L

2G

1 HB (room)
2 HB (garden)
L (romance)

S

G and MI

R

1G

2M

S

G

L (comparing flowers with love)
HB (garden)
Pand S

HB (stupa)
M

2M
3 L (romance)

S
L (thinking of the beloved)
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Jiiptn Rancugan
Daogmaaj Saj

Ddogmaaj Phraj

Daaw Coorakhée
Dyyan Ngaaj KlaagPaa
Tén Boorathéed

Tuuag Phrathaad

T3j Roub

Tanaaw Pleey
TalGm Pooy

Taam Kwaay
Taw Hee
Thdon Samdo

Thdoj Lag Khaw Klooy
ThajoojKhameen
Thajooj Juvan
ThajoojNdog
ThajoojNa;j

Thajooj Laaw

Thawaoj

Thooy Joon

Thajee
Thalee Baa

Théagsinrdadchaniwéed
Theéeb Chaatrii

Théeb Banthom
Théeb Rancuuan

Théeb Somphob
Théeb Haaw Haan

Theewaa Prasid

Thaj Ramryg
Thooranii Rdoghaj

Nég Kracdog Thooy
Nog Khamin

Nog Khaw Khamee

L (lonely heart)

1 L (thinking of the beloved)
2 L (romance)

HB (nature)

G

G

PandS

L

1L (romance)
2L (romance)

S

1 HB (building and garden)
2 HB (garden)
JPand S

HB (golden deer)
G

1 HB (sea)

2 HB (sea)

G

S (travel)

S (travel)
Pand S

1s

2 S (travel)

S (travel)
PandS

1 L (romance)
2 G (argument)
L (chiding)

1 L (chiding)

2 L (romance)
HB (palace)
HB (god)

1G

2G

1PandS

2 S (thinking of the beloved)
HB (princess)
1G

2 G (getting dressed)
GW

PT

1Pand S
2SandR

3 L (chiding)
HB (wildlife)
1L

2P

1 HB (wildlife)
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Nog Caag

Naag Kiiaw
Naag Boariphan
Naan) Khruvan

Naag Jyyay

Naaraaj Plegn Roub
N#am L3>d Taaj Saaj
Nareestuan Chon Chaay

Ban Baj

Bulan

Bulan Looj Lyan
B4j Khlayg
Praphéad Pheetraa
Plaa Thoon

P¢ed Bod
P¢

Phakaa Kaan
Faran Klaaj
Faran Khuuay
Farag Coorakaa
Phajaa Sii Saw
PhamaaKldm
Phaméa Kamchéb
Phamaéa Pleen

Phamaa Haa Thin
Phaméa Hee

Phracan Khryy Siig
Phré Aathid Chin Duuay
Phraam Khaw Bood
Phraam Diid Namtaw

Phuuat R4oj
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2 L (romance)

1 L (romance)

2 L and S (thinking of the beloved)
Land S

GandR

1 L (disappointment)

2 L (thinking of the beloved)
HB (heaven)

HB (dance)

G

1M and PT

2Mand PT

1 HB (water plants)

2Pand S

3 L (thinking of the beloved)
1 HB (night)

2 HB (woman)

G

LandS

S (travel by sea)

1L (romance)

G (bad potent)
1Land S
2Land S

HB (flowers)
HB (woman)
HB (woman)
G _

1G

28

L (romance)

s

25

1 G and R (thinking of the beloved)
2 HB (garden)

3 HB (garden)

1R

2Pand S

3G

1S

28

L,Pand S (metaphorical love-making)
MI

1GandL

2Pand L

1G

2G




Phad Chaa
Phan Faray

Phirun San Faa
Phéd Nboj
Phirom Suraar

Phuu Laaw
Mboon Khruuan
Moon Chom Can
Moon Joon Daab
MoonRam Daab

Moon Lag Ryya

Moon 03j 1)
Magkoon Lén Khiyyn
M4a Joy

MaaRam
Maalii Hiuan

Miloy
Maleeg Phiu Thoog
Juuan Khlaw

Jasoothoon
Jooree
Joon Daab

Joo Salam
Rasam Rasaaj
Rahog Rahdan

Ratrii Pradab Daaw
Lon Soq Laaw
Lom Phad Chaaj Khaw

LigLom

L20j Prathiib

Laaw Krasee

Laaw Khruvan
Laaw Carsonsti
Laaw Damnaan Saaj
Laaw Lam Paay
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3MI

L (romance)

1G

2G

G (interpret a dream)

1S

- 2 HB (heaven)

HB (wildlife)

R

HB (the moon)

Pr (the Buddha)

1G ’

2RandP

1 G and HB (the sea)

2G

S

HB (the sea and sea fish)
1G

2 Gand L (thinking of the beloved)
1G

2 HB (horse)

1 L and S (thinking of the beloved)
2 L (romance)

G and HB (plants and nature)
LandR

1G

28

3PandS

M

G (argument)

1LandR

2 Pr (god)

S and R

G

1Land S

28

L (romance)

G (getting dressed)

1 L (thinking of the beloved)
2 HB (wild flowers)

1 L (loneliness)

2 L (loneliness)

PR (the river)

S

G

L (thinking of the beloved)
P

L (wooing)




Laaw Lam Paag Jaj
Laaw Liiab Khaaj
Laaw Somded
Laaw Suuaj Ruuaj

Laaw Saoq Khoon
Laaw Saaw Suuaj

Laaw Siian Thiian
LiilaKrathim

Loom Anoy :
Whadthanaa Wiiadnaam
Waajibud Jaadtraa
Wilandaa Odd
Wiwéeg Weehaa
Wihog Haesn
WeenThoog
Siithammardad

Snsﬁg Magkhalaaniasdon
Stisug Ramlyg
Sadaajoy

Sadaajot) Pleey

Son Thooy

Somphdod Phranakhoon
Samu_] Thooy

Samuj Thoon Théed
Salammaa.nﬁd satl

So] Thajce

So:n] Fag Khooy
S9od St

Saam Maaj Naj
Salikaa Kéew
Salikaa Khameen

Saalikaa Chom Dyyan
Saaw N4oj Lén Naam
Saaw Wiiag Nyya
Saaw Sdod Ween

Saaw Sud Suuaj
Su]too Lén Haag
Stinuuan

Sii Bod

G
G and L (thinking of the beloved)
HB (woman)

HB (princesses)

zro

(romance)

QurarrAra

-
QW
~
B

c

&4
&

2G

LandS

L (thinking of the beloved)
PR (royal)

HB (plants)

G

PT

G

HB (curtain)

HB (curtain)

G

HB (plants) and L

HB (plants) and L

L (romance)

L

1 HB (birds)

2 HB (birds)

L (thinking of the beloved)
G

L (thinking of the beloved)

1 L (romance) and S
2 L (romance)
3LandP

L (romance)

L (asking for apology)
L

1 S (thinking of the beloved)
2 HB (plants and landscape)




Sud Caj

Sud Thawin
Sud Sa-fuvan
Sud Saaj Caj
Sud Aalaj

Sudaa Phirom
Sddaa Sawan
Straag Camriiay
Strintharaahuu

Surijoothaj

Sgen Khamnyy
Sten Sud Sawaad
Soom Sdy Seey
Saj Phracan

Hog Bod

Hog Thoog

Nii Syya

Rum

Hiuaj Aalaj
Huvan Khamnyy
HeéeraaLénNaam
Ween Pradad K?j
Og Thalee

Oy Chiiag Syy
Anoq Suchaadaa

Assswinkii
Absdon Sam-aay
Aathan
Aantu

i

Inaw Pleey
Eeglabod

06 Laaw
Aj-jaréed

G

S

L (romance)

MI

PR (Thai music)
MI

L

- G

1 L (thinking of the beloved)

2 L (thinking of the beloved) and S
3 L (thinking of the beloved) and S
PR (a queen)

S

S

L (romance)

1 L (thinking of the beloved)

2 HB (a woman)

1 SandR

2 L (chiding)

1G

2MI

3G

i Rl
nnwn

2G

L and S (chiding)
1 HB (curtain)

2 HB (curtain)

3 S (ravel by aea)
S (travel by sea)
1P

2P

G

1G

2G

3 PR (gods)

G

HB (woman)
G

G

1 S (thinking of the beloved)
2R ‘
S (thinking of the beloved)
1G

2G

S (travel)
HB (wildlife)
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Appendix V: Traaslation of "The Phrajaa Sanddurijaan singing method and

its theory”, an article by Carsancaj Suntharawaathin (1987)

I have been practicing this method of singing and its principles from the ime [beganto
sing right up until the present day, exactly as it was defined and expounded to me by my
father Phrajaa Sanddurijaan (Chém Suntharawaathin) in person. His teaching method
included a rigorous attention to the details of singing; songs would be taught by rote in
short "phrases” or "sentences", vatil the learner could sing them perfectly, then moving on
to the next phrase or sentence. This principle of teaching, with its standard method and
strict quality control, allowed me to develop into a skilful singer after much serious
practice, my own experience vouching for its efficacy in creating an intricate style of
singing, full of feeling and emotion. | want to analyse and explain this method of singing
here, so thatit may become a useful source of learning and help future singing students.

Because this area of study is previously undocumented and is, in fact, difficultto
explain in written form, ideally, recorded examples should accompany this essay. This is
not, however, the case and I apologise for this and hope the essay will still prove useful for
an understanding of Thai singing.

Every subject has to have principles and methods of learning, and singing is no
exception. Some would say especially singing, a delicate art, which if performed without
precepts cannot become truly great, no matter how good the voice. The learner needs to be
taught the significant principlesin order tobe able to practice correctly and surely, thus

allowing the beauty and delicacy of the song to be delivered to the listeners. These main

precepts are set out below.

1 Voice

1.1 voicequality
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Every human being is born with a different quality of voice; for example, some witha
soft voice ( sy legor "little voice"), some with a high range ( szzag svugor “high voice')
and others with a deep voice ( zag iyor “big voice") and so on. However, quality of voice

.is only one factor in creating perfect singing. Some singers have a beautiful voice, butno

technique and so, as I will explain later, cannot sing effectively. It is a handicapif asinger
does not know how to use the qualities of their own voice to best advantage; for example,
someone with a high range using only the top of their range and losing the sweeter qualities
of their voice, or a medium-range singer using high pitches in the wrong places and so
losing clear pronounciation. Singers need to understand the term m9 &kvvan
("“appropriateness") in the use of voice. Having a high range is a natural advantage, but
only if itis used properly, otherwise someone with a medium range but an effective
technique will, in the end, be the better singer.

1.2 vocal strength

Singing Thai songs requires the full power of the singer; even singing a soft passage
one needs a lot of strength to control the utterance. The singer must be able to exhale for
long periads, and the muscles which relate to breathing and sound-production must be
strong; the singer needs to be well-trained to reach this full physical potential,

1.3 voice production

Singing Thai songs, as well as power, requires control to produce the required sound:
sifap nge("a heavy sound"), sdag baw('a light sound") and suay Aom ('a round sound");
or to correctly modify a sound - for example, to pkdz szagor 'soften’ a sound. The singer
also needs to consider when to use sy sfe('real sound") and when to use suagaasy
("supported sound" or "nasal sound"). On this point, two significant techaiques need to be
explained:

1.3.1 air control
The singer has to create the correct passage of air in singing and use the correct body

parts to control it. To sing the assound, the air must procede directly from the throat and
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through the mouth; to sing the “psound, the air must come directly from the throat and
pass through both the mouth and the nose; and to sing the “sound, the air must finish in
the nose only.
1.3.2 vocal cord usage
The vocal cords need to be trained in order to be able to use the following essential
vocal embellishments:
a) khrtin sua/foo vibrate the sound), which is similar to the technique of phromoc "trilling"
on a yop(fiddle). If the muscle is not vibrating, the singing will sound kradmgand kbvvrj
(terms which both mean "rigid").

b) the three-note yyan as in the example below:

(M)

11N

or

(i)

i
A>3 4 A ' -«

Both (i) and (ii) require good control of the vocal cords in order to />ii*(literally to "turn
over") and so utter the three notes with strict clarity. In some cases, when the middle note
is not pronounced independently, the resultis a suag sound"), which is the
result of loss of control. Singers have to be taught this three-note “Fazzbecause it is the
main vocalisation of Thai singing.

1.4 muscle control

On those occasions when a singer has to reach very high notes, they are required to use
muscle tension, for example, pulling in the diaphragm in order to move the air upwards.
This kind of muscle control creates snagk/om { rovn<Ssound"), a type of "non-shouting"

sound, and also increases the length of exhalation - necessary for singing long notes.
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2 Song text

There are three significant aspects in this area:

2.1 Conveying the meaning of a word clearly

A song which illustrates the need for this is "Chdod ciin", in which the line jdapraa-
rom pay lsg/ ad ciocontains the word si#(low tone) meaning "don't" - this should not be
too embellished, otherwise the result could be d#(falling tone), meaning "grass” or
"grandmother”. In this case, if the word is sung from a higher note down to a lower note
the sound will be i (falling tone), whereas if it is sung from a lower note up to a higher
note, it will have the required sound and be heard as z#(low tone). Again, in the song
"Laaw khamhdom", in the line £oom dogusdiy Mramboom faqe d2om (" The scent of the
Khamboomflower makes me want to inhale it"), if the word s#ge(low tone) meaning "to
want" is sung from a higher note down to a lower, it will sound like zige(falling tone), a
word which means "difficult", whereas if it is sung from a lower note. up to a higher the
correct low tone will be preserved and so will the meaning.70

Singing in such a way as to preserve the meaning of a word is not always the order of
the day; notin phleeyphaasia(foreign style songs), for example. When these are sung,
some words actually need to be phiam"incorrect” or "with accent") in order to recreate the
feel of a foreign language. If one tries too hard to sing with a "Thai" accent, one cannot
convey the foreign air; for as the Thai say: samaiiag an b39g phaasia- "the accent reveals
its origin".

2.2 Giving lyrics the correct phrasing

This is important. For example to sing do(gap) phsophlagrgives the meaning "Oh,
young boy", but tosing dophds(gap) phlasymeans "Ohfather, Phlaaj'. Againsinging o/
me(gap) feewmeans "has already come", but to sing &j(gap) maa/dewmeans "has
already gotit'. Another example appears in a song called "Khseg saa-raaj" where a phrase
is sung Jdo(gap) phirsyyameaning "O butterfly" and not do phir(gap) sPpa meaning "O

70 This may not seem important, but the whole meaning of the phrase could be changed from "... makes me
want toinhaleit” to "itis difficult toinhale" - D. Swangviboonpong
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shirt spirit”. Moreover, if individual syllables are wrongly emphasised, an unpleasant
rather than a pleasant meaning can be conveyed.?! Toread the lyrics carefully is very
important, so that the singer understands their meaning, and so, through the correct
phrasing and emphasis, conveys their true feeling.

2.3 Singing with the exactness needed for full expression and emotion

In additionto the above aspects for increasing the pleasure and understanding of the
audience, each syllable has to be treated correctly. For example single syllables such as p#
(brother), phaxfather), refg(love), goo(foolish), ige(want) and r#haxemptiness), need
to be divided into two or three notes, with each note of appropriate duration and emphasis
so that the correct meaning is delivered with expression and emotion. If the division or
duration is inappropriate, the result will be displeasing and may even result in the wrong
meaning. In the song "B4j khlay", thereis a line: o dg /Frug sea( Oh, my heartis chill
and cold”); the word zFpage("chill") should be divided into three notes, namely, 'doh’, 'sol'
and 'me'. The first two notes, should be of the same duration, but with more emphasis on
the 'sol'; the last note 'mi' should be the longest and have the most emphasis of all. The
following word, sez("cold") then needs to be softened so that the full feeling of "chilly

coldness" is communicated to the audience,

3 P
Yyaais the most important vocal technique in Thai singing and singers need tobe
taught it thoroughly. The pyasechnique canbe divided into two significant aspects:
3.1 Sound
There are many types of Fpassound: for instance, &g 4aa _py 40¥ 43 Jo0-f Avery
short), agand, included here, &krvin ozay(" shaking sound") and Lradb sizayx"bouncing
sound"). The singer has to choose which sounds they will sing carefully and make sure

that the duration and emphasis of the sound is correct within each phrase. When thisis

71 Asintheabove example where if pffis over-emphasised, the pleasant butterfly becomes a non-existent,
but unpleasant-sounding spirit! - D.S.
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done the overall singing will be smooth and pleasing. For example, the sound #ssshould
always be soft in order to create this smoothness and also be used as a "resting place of the
breath". If the singer does not have this "rest", they may become over-extended, causing
the breaking up of the musical "sentence” and thus spoiling the continuity of phraseology

of the song. In addition, when a sentence is coming to an end, if the last consonant of the

JPyazisan "o" (B), it has to be sung as " 2/, and againif it is a "g" (3), it has to be sung as
222f in order to signal a feeling of ending.

3.2 The use of Framo emphasise feeling

Thetreatment of Fyauis similarto the way syllables within a word are treated: in terms
of duration, emphasis and pronunciation. Choosing the appropriate Fyzzmeans that
different feelings can be created, for example, sadness, and in some cases _pFpazcan helpto
enlarge the feeling of words. In the song "Sud sa-fuan" there is a line: méenpyahiom
(“oh, fragrant-skinned girl”); as well as the emphasis on the word Zaxzitself ("fragrant"),
if one uses a group of ppawzafter it appropriately, the word will stand out even more, so the

scent of the girl will be carried out to the audience.

4 Rhythm

A good Thai singer needs to have a good sense of rhythm and be able to sing intime
perfectly. There is no doubt about this. However, the two techniques /g caywa("to steal
the rhythm") and /507 cagwe("'to loosen the rhythm") should be included in a singer's
repertoire, otherwise their singing will be cpyv'clpyd (“tasteless"). Using the appropriate
rhythm creates good pronunciation and makes the words &%om("sharp"). However, the
singers are sometimes allowed to sing freely, avoiding the normal rhythm, and returning to
it afterwards as in the group of songs known as &7 There are some placesin &iay
songs, for instance, that allow the singer to /ao/cagwe("to float the rhythm") in order to

Korvinm Khrvvau“bemoan fate"); this contrasts with the singing in time which characterizes
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the rest of the song. This technique also reveals the understanding of rhythm by the singer
through their ability to use it skilfully.

S Breathing
- Breathing should be fixed and used to hide the gap between phrases from listeners, and
so the singer will not become over-tired. The right breathing technique helps to makea

smooth sound; the breathing place, therefore, should be set in advance.

6Revealing emotion

Thai music can be classified as "classic" when it requires a high level of knowledge and
understanding from the audience in order for them to appreciate and judge. The highest
aspiration of Thai song, and indeed, of all other kinds of classic music, is to tap into the
core emotion of the piece and not just to simply finish the song or tell the story or sing
correctly in terms of notes and timing. The question is, how can this emotion be achieved?

To free the emotion in a song in order to show sadness, sweetness, tragic love,
gladness or grief or even to create sarcasm and complaint cannot and should not be done by
the use of the face, physical action or the voice?2. It requires various techniques, as stated
previously, such as the emphasis of word and Fyaz punctuation, /g caywa, the use of
different kinds of sound and its control, and these all have to be done in an appropriate
way. Not only knowledge on the part of the singer is required, but also consideration,

interpretation and a lot of practice in order to uncover the emotion within the song.

7 Kbwaamn pragiid
One of the most important elements of Thai singing is singing with &¢waam praanivd
and bancog meaning "precision” and "carefulness”. This can be compared with the art of

handwriting which can either be executed wed("with carelessness") or dazcoy("with

72 Thai singing does not make use of these physical aids, butinstead relies on the internal dynamics of the
song to convey its message.




carefulness"). Every word, phrase and sentence has to be sung precisely so that the
meaning and feeling of the lines (normally taken from famous poems) can be illustrated. If

a singer does not use daacogthese words cannot come alive but merely tell a story without

. vision or emotion.

8 Teaching

If learners are beginners, they should be taught to simply memorise a basic version of a
song first, then to "manipulate" the words and ppaalater. This procedure does not take a
long time, but the singing will please the ear from the beginning and the learners
themselves will understand the pattern beneath the singing of a song. In the ensving songs,
more advanced techniques can be added with regard to the ability of the learner. After three
or four songs following this method, the learner's singing will certainly improve.

Following the original teaching method of Phréjaa Sanddurijaag (Chém
Sunthoonwaathin), which taught the learner phrase by phrase as stated in the introduction,
helped the learner to improve gradually from one stage to another. However, nowadays, it
is impossible to teach in such a way. I have, therefore, developed the new method as set
out above and found it also to be successful. It should be noted, though, that most of my
students already had basic experience in singing to a certain level and were willing to learn
and to love song; when taught by my method of demonstration and comparison, they
leamed to sing superbly within a short time.

Only singing of high quality should be taught, singing which constitutes a national
heritage and which should be placed in the forefront of Thai culture. Quality of
performance should also be concentrated on, so that the audience appreciates a pleasing and
attractive sound. While it is true that being able to learn to play music and sing songs within
ashort time is to be applauded, the most important thing is the brilliance of the performance

of that same music and those same songs.

April 1987

229




Appendix VI: Transcriptions of some Thai court songs

"Khcegmoon"

stuun chiin cho?n\
sung by Caraancaj Suntharawaathin
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Appendix VII: K450y melodies of the songs "Tén Phleeg Chig" and
"Thajss"

"Tén Phleen Chin" ( sdnm chen)

Tooa 1

o + o +
56 1 6 56 71 22|+1+ |77+ 66 +5
+ 4 5 § 54 56 2 1 +7 6 5
0 + 0 (+)
+ 1 65 23 45 1+2[+1+6|+ 55|+6+1
+6 5 43121 23 1+21+ 14+ 3+ 2 +3+1
0 + 0 +
+ 6 53 11+ |22+3 3+ 31+ 3 33 + 22+ 1
+ 5§53 21 2 3 5+6{+5+3 2 1
0 + o] (+)
+ 1 65 23 45 +2l+1+61+ S5S51+6 +1
+6 5 43(21 23 1+2(+1+31+2 +3+1
o + o +
+ 6+ 55+ 6 6 + 11+2 2221+ 1 6 6 + 55+ 4
+ 6+ 3 6 1 2 542l+1+ 6 S 4
0 + 0 (+)
+ 6+ 1]+ 6+ 55 + 44+ 2 2 + 11+ 22+ 44+ 5
5
repeat
+
1 1+2
2
)
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4
)
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"Thajes" ( sdam chia)
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o] + 0 (+)
+ 541+ + 23+ 3+ 3«2+ +3 13 21 2 21
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Appendix VIII: Translation of the standard levels used in Thai singing
exams

(from Keen mindirattian siaktiaa wickan 16 wichanchiih domtrs thay[Standard grades of

_Thai music for students and professionals] by Anu-kammakaan khrooy-kaan sdgssem

kaan dontrii thaj [The Committee for the Support of Thai music] (1995) page 214-221)

In 1992, the Thai Ministry of Higher Educationinvited teachers of traditional singing to
join them in setting up a standardised Thai singing examination. The committee was
composed of singers, musicians and representatives of the ministry and it took twelve

meetings over two years to reach the following conclusions.

The Scope of the Singing Examination

The committee has agreed that the examination of Thai singing should include the following
points:

1 The correct sitting position

2 Singing techniques

3 Voice quality

4 The accurate memorisation of the basic melody

S The accurate memeorisation of a set vocal melody including rhythm

6 The rearrangement of the vocal melody and the creation of a téwagplizan version of it

7 General excellence and aesthetic quality

The examination will include the following tests:
1 A singing examination
2 An examination of the use of c#izfor self-accompaniment (level 4 upwards)

3 An examination of the singing of drum -pattern mnemonics (levels 5 and 6)
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4 An examination of thoon rammanaaplaying (above level 6)

Clarification of the above headings

1 The correct sitting position

1.1 Sitinthe pkdb phizabposition appropriate to your sex with feet pointing backwards

1.2 Using your arms to support yourself is forbidden; hands should be folded in your
lap

1.3 Backs should be perfectly straight and heads held high

1.4 Singers should be focussed and still, with no unnecessary movement of the head,
face or eyes

1.5 Wear a natural expression

1.6 Do not use hands or feet to keep the beat

1.7 Singers should exhibit a knowledge of their seating position in relation to different

ensembles

2 Singing techniques
The fundamental ability of Thai singing is to combine wordless vocalisation ( Frag with
sung lyrics. Singing technigque consists of:

2.1 Enunciation

2.2 Projection

2.3 Breath control

2.4 Rhythm
2.1 Enunciation
The singer should be able to sing accurately and clearly, following the song text, dividing
words into syllables appropriately according to set rules - this includes the reading of

poetry - and the proper pronunciation of every sound. There are five levels of competence:




2.1.1 Singers should be able to read poems from the written page or deliver them from
memory following the traditional set rules
2.1.2 Singers should be able to read poems from the written page or deliver them from
memory following the traditional set rules, and divide words according to the metre of the
poem (at this level perfect pronunciation is not expected)
2.1.3 As above but with perfect pronunciation
2.1.4 The singer should be able to perform a melodic recitation ( £aan dan lhamaoon sq-
27) according to the rules of the type of recitation performed
2.1.5 The singer should be able to sing Iyrics with the correct emphasis, careful control
and precision
2.2 Projection
The singer should be able to use their neck, chest, diaphragm and nasal cavity to project
notes at high volume with evenness and correct pitch. There are 18 levels of competence:
2.2.1 Tobe able to go up and down the Thai scale keeping the correct pitches
2.2.2 To create a continuous stream of sound for the duration of a ¢4y and a chdbatthe
soog chialevel, breathe and continue
2.2.3 Tobe able to go up and down the Thai scale with one breath
2.2.4 To create a continuous stream of sound for the duration of a «éiyand a chdbatthe
sdam chinlevel, breathe and continue
2.2.5 To sing a note with even volume for the duration of cne breath
2.2.6 To go up and down an octave with one breath
2.2.7 To reproduce precisely the pitch of aninstrument or a human voice
2.2.8 To sing the sssoundin the following manner
(1) from the chest (low range)
(2) from the neck (middle range)
(3) with nasality (high range)
2.2.9 To sing set songs clearly with continuity
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2.2.10 Tosing sufay kbrsin
2.2.11 To sing the interval of a second using the Lrathdbtechnique
2.2.12 To sing the interval of a third using the Lratbobtechnique
2.2.13 To jump up or down the vocal scale appropriately ,
2.2.14 To sing using the techniques of nez siag prakhob siay and 4lom sdaginthe
same manner as the committee's examples
2.2.15 To sing using the techniques of zez s7ag prakhdb sizay and &dm siaginthe
same manner as the committee's examples, and to identify these techniques from a tape
recording
2.2.16 To sing using the following techinques (perfection is not expected)
- Ky suag
- &y sitag
- Hpvag siag
- Klyyn sitag
- changing from a nasal to a "real" sound appropriately
- sy khrvvan
~ klrom
- Khwuvag stag
- chdon suag
- péa siiag
- sitag prib
- sdag prooy
- phiaa siag
- phin Siag
- pliin sy
- muvan siagand mivan kham

- Joog siag
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- Jjoon stray
- rovab siay
- sifag ron pliw lom
- ldg cagwdand 3oy cagwd
- [Py lafep and dbwn)
- sifag sadod(the gentle version of this technique is the same as szxag prib)
- sitagade and siap baw
- hdag stiag
- tdaa sty
- hoon suay
- szaglaof
- stlay aa-sif(also known as sty phid

2.2.17 To sing using the above techniques perfectly

2.2.18 To sing kk:ib séephazand other kinds of &ib, phige and ceearicaa -

Note: To include the techniques of 2.2. 16 in singing resultsin a high quality
performance called "singing with met/ phirag/; without med phirsay, singing cannot be
pleasing to the ear and is known as rdoy dead diad payor "just singing".

2.3 Breath control

This covers the knowledge of when to take a breath, in synchronization with melodic
phrases and lyrics

2.3.1 Principles and methods

2.3.1.1 Singers must breathe-in deeply and naturally without making any excess
noise

2.3.1.2 Exhalation has to be through the mouth, gently and slowly with complete
control for as long as possible

2.3.1.3 Good singers should breathe in the right places, normally after the <46

beats




2.3.1.4 Singers should be able to JdgAdas cafor "steal the breath"; this is a brief

inhaiation without the knowledge of the listener
2.3.2 The examination of breathing control

2.3.2.1 Tobreathe and to control the breath correctly

2.3.2.2 Totake a deep breath and control the exhalation as long as a double length
of chigand chibbeats (perfectionis not expected yet)

2.3.2.3 Totake a deep breath and control the exhalation as long as a double length
of chigand chibbeats (perfectionis expected at thislevel)

2.3.2.4 Tobreathe and to exhale appropriately in the right places in the melody
(perfectionis not expected yet)

2.3.2.5 Tobreathe and to exhale appropriately in the right placesin the melody
(perfection is expected at this level)

2.3.2.6 To /i haay capefficiently and appropriately

The methods of singing different Pyaz

Singers must include these pruzin theirsinging: a3 a95 ¥, vy 95 8 Loa, 4y 4y
4yy sop-soand sop-2f Singing is learnt by imitating the sounds a teacher makes,
therefore the following explanations might help singing teachers during their teaching

practice,

The production of the sound &5:

Use the very back of the tongue; tense neck; open mouth a little, project the sound
directly from the throat without moving the chin

The production of the sound 227

Follow the same procedure as when producing the sound 22, but at the end lift the the
tongue until both sides touch the palate, then widen the mouth a little (this_ppaais normalty
situated at the end of the Pymrsection just preceding the lyrics)
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The production of the sound yy:
Open the mouth a litile, project the sound directly from the throat, keep the chin still, Lift

the tongue a little bit in order to let the air touch the palate, let the air come through both the
mouth and the nasal passage

The production of the sound 5 :
Use the same technique as when producing the sound py, but make it briefer, (This
sound is normally used in combination with the other sounds, not on its own.)

The production of the sound 23/

Use the same technique as when producing the sound ag/, but let the sound swoop up at
the end in a nasal fashion

The production of the sound &:
Use the same technique as when producing the sound a3 but makeitbriefer

The production of the sound 4as:
The sound is produced in the throat and channelled mainly through the palate but also
through the nasal passage

The production of the sound Zp7
Use the same technique as when producing the sound 4ag but with more nasality and

allowing the tongue to rise upwards. If this sound is followed by asthen 1 has to be added
toit

The production of the sound 4y
Use the same technique as when producing the sound £y, but make it briefer

The production of the sound 45y:
Half open the mouth, then produce the sound 4ypslowly and let the sound swoop up
through the nasal cavity; the sound should fade out gradually

The production of the sound aay-aa

Produce the sound @2, then raise the tongue upwards until it touch the palate, let the air
come through the nasal cavity resulting in the sound o2y thenimmediately produce the
sound ssonce more
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The production of the sound say-297
Use the same technique as for say-a3 then produce the sound s/

3 Voice quality
[Good] voice quality can be defined as follows:
1. The loudness and clarity of the voice is excellent, without shouting
2. The volume of the voice is evenly produced and tuneful

3. The voice is not cracked or husky

4 The accurate memorisation of the basic melody

This refers to the ability to sing the melody of the £&50y wog sdy with the exception of
songs that are not created from a &4Joy wog fdfmelody, or where the vocal melody has no
relationship with the &&327 woy sd7, for example in songs used in plays (such as "Chaa
Pii", "O6 Pii" and "Hee Chaad Chin").

5 The accurate memorisation of a set vocal melody including itsrhythm
5.1 The accurate memorisation of a set vocal melody will be examined by the following
test.
5.1.1 The accuracy of the melody and lyrics
5.1.2 The ability to sing in tune throughout the performance
5.2 The ability to sing with the right tempo
5.3 The ability to sing with the right thythm
6 The rearrangement of the vocal melody and the creation of a #aayplitaa version of it
6.1 The ability to change some parts of the songs correctly according to the theory of
Thai music
6.2 The ability to convert an instrumental melody into a vocal melody
6.2.1 For some phrases




6.2.2 For the whole song
6.3 The ability to create a tdaeayplitan(version) of a song without changing the /dygade
(corresponding notes)

7 General excellence and aesthetic quality

This means an excellence of hearing, seeing, understanding and interpreting in order to
be able to use the voice in singing with clear pronunciation, correcttones and the
conveyance of the emotions of the songs to the audience. To achieve this, the singers have

to use all of the techniques appropriately.

Note: In the past the strategy of teaching and learning singing was not standardised, but
based onimitation and mimicking of teacher by pupils. Itis the committee's dutyto set upa

standard teaching method using universal terms and instructions.
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Glossary of Thai Terms

A stanza of poetry. Inthe &basform, it consists of four wele
Lyrics

Rhythnmc cycle; also known as cagwa adathdb. A unit for
measurmg the length of a &wonof a song; the shortest 2&ooz
consists of two cagwé

Level; sometimes called "metrical expansion level". Term vsed for
indicating melodic and rhythnuc form of a melody of which there are
three: saam chin(level 3), soog chin(level 2) and a.b;fa dmirf(level
1. Saam chéais the longest with a high degree of Pyaa; saog chin
is half the length of saaz ctia, with a medium degr:ee of praa;
chia difawis half the length of soog clein, with a low degree of

yya.
Level 1 (seetheterm cfuiz)
Akind of poetic form, believed to have originated in China

A type of melody based around a single note, used mainly in pi/eey
g2y

Flying rhythm: a singing technique used exclusively in phlecy
L2y

A kind of poetic form, believed to have originated in India

A kind of poetic form, believed to be indigenousto Thai-Lao
speaking peoples

A type of Lboapoetry, with eight syllablesto the weg(half-line)
A type of Kbonpoetry, with six syllables to the mefg(half-line)

Kloon peedpoetry used in sgghrawaacompetitions; differentiatedby
the use of the word "sagkrawaa" at the beginning of each stanza

Avoiding the pitch: a practice where the singer comes down or goes
up an octave when a melody is either too high or too low for their
voice
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LEathb probkey

aiatlitb soopmaay

naalhdb thayaoy

apva
ayyi phleeg

Ppleey

pllecy laktoon
phleeyayya teat
plileey probkédy
phlesy sdopméaf

plileegtlaraayy

saam chin
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Structural notes: normally refers to notes of the £#J5oymelody
that fall onthe last a#dbbeat of eachrhythmic cycle; itcanalsobe
used for other "important” notes of a melody

Rhythmic pattern: can be divided into three main types, adathid
problaly niatheb saopmeapand adathdb phiséed

The prod&ifhythmic pattern: drum pattern that lasts for the length
of four cfiyg- chibeycles

The soogmgihythmic pattern: drum pattern that lasts for the length
of two ciyg- chidbcycles

The term sed for zdnkedt soopmdzywhen it is used to accompany
plleeqtharaoy

A set-length melody used in phleeytbaiaoy

Term used amongst Thai musiciansto refer to both the £#J50y
melody and the basic structure of a song

Music; songs; musical compositions; musical repertoires

Songs used in plays

Songs containing a small degree of Frau; literally "full-text songs"
Musical repertoire containing songs made up of musical phrases
each of which are the length of one cycle of zdakdidb probkdy, also
known as pllecy adathsb probkdy

Musical repertoire containing songs made up of mus1ca1 phrases

each of which are the length of one cycle of zdukdb ssopmeiy; also
known as plleey aiathdd soopmday

Songs made up of zpramelodiesin alternation with joozmelodies
and accompanied by zdiilib thaj2or, also known as phleey nédathdb
Loy

Level 3 (seethe term chein)

sdgkrawagor Laan [én sigkrawas

seephia

S0 chia

Poetic game in which several poets try to outdo each other with the
brilliance of their poetry, which is set to music and sung

A repertoire of musical recitations, where the vocalist accompanies
him or herself with a set of Azt seepliaa(hand-held woodblocks)

Level 2 (seethe term cfin)




thaay

Lhgw
hdw
o

oo

widg

s

Style, including vocal styles, the style of each instrument, an
individual's style, or the style typical of a school of music. Another
unrelated meaning of taayis "pitch-level" or "key".

A type of melody based on a single note, commonly used in pﬁ[e&y
probkdy '

A form of musical repertoire consisting of melodies at three cZda
(levels): level 3, level 2 and level 1

Self-contained melody made up of a set number of cagwé, from a
minimum of two to a variable maximum number

Term used for a half-line unit of £baapoetry, which can be divided
up into three distinct groups of syllables

Wordless vocalisation
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Audiography

Dates in brackets are the date of issue for a recording; dates in square brackets are the date
the piece was recorded, if different from the former.

R1 "Bulan" ( sz cliiz): Ruvambanleeq, Narong (1980s) (F), radio, Bangkok

R2 "Ciin S$e" ( 5999 abein: Prasidthikun, Thiuam [1970s] (1992) (C), on cassette tape
distributed on her cremation day, 22/1/92

R3 "Coorakhée Haay Jaaw" ( saam chin:. Soowad, Amphoon (1997) (C), on Ministry of
Higher Education, Vol 5

R4 "Farag Ram Thaaw" ( 5007 chédny: Sintharawaathin, Carsencaj (1989) (F), private
lesson, Bangkok

RS "Héeraa Lén Naam" ( ssaa cutzy: Thabphoon, Sdmchaaj (1980s) (CUSA)

R6 "Kaarawéeg" ( z44w): Soowad, Amphoon (1997) (C), on Ministry of Higher Education,
Vol §

R7 "Khameéen Raadchaburii" ( s#am oy Prawéed Kumad [1970s] (1995) (C), on
- cassette tape distributed for his 72nd birthday

R8 "Khaéeg Boorathéed" ( 500y cliiz): Chuuchdokéew, Naathaa (1996) (C) on Durijapraniid
phlecy thay doam[Thai classsical music], Vol 1, np

R9 "Khdeg Khaaw" ( z4aw). Chiiwakaanon, Aphinjaa [1991] (1992) (C) on Fong Naam,
Stamese Classical Musie(CD) Vol 3. Marco Polo

R10 "Khdegmoon" ( #44n); Durijaphan, Niiaw (1950s) (F), radio, Bangkok

R11 "Kheegmoon" ( swam chetry. Suntharawaathin, Caraancaj [1966] (1995) (C)on &ivj
Sand Vol 1 [reissued for her 80th birthday, 16/9/95]
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R12 "Khdsgmoon Baanchaay" ( 24#m): Stiwogsaa, Maniirad (1992) (F), concert, Paris

R12.2 "Khssgmoon Baanchéaan" ( #4w): Thabphoon, Somchaaj (1980s) (CUSA)
R13 "Khsegmoon Baagkhinphrom" ( #47w): Khlaajsiithooy, Coeq) (1980s) (CUSA)
R14 "Kh$sgmoon Baagkh{mphmm“ ( thdwy, Usaa S‘éegphajréod (1980s) (CUSA)

R15 "Khéeg Padtaanii" ( sooy cein: Prasidthikun, Thovam [1970s] (1992) (C) on cassette
tape distributed for her cremation day, 22/1/92

R16 "Khéeg Padtaanii" ( sooy cbidd: Durijapraniid, Sudcid (1993) (C) on Phleey tbaf
prirdadchaniphon ["songs by royals"] 2 volumes, Bangkok

R16.2 "Khéeg Padtaanii" ( soog cleiz: Suntharawaathin, Carsancaj (1980s) (F), radio,
Bangkok

R17 "Khseg Saj" ( 579y cluin): Suntharawaathin, Carsencaj [1960s] (1990) (C), an excerpt
from "Songs of RaammakiiadRamayana]" on Svatbariyd phieey tha[The beauty of
Thai songs]

R18 "Mahaa Raog" ( 590y ctiizy: Suntharawaathin, Carsencaj (1982), an excerpt from
"Songs for the Emerald Buddha" on (liz dodsadiy sagwaay phriphvdtlimahaumant’
redtand patimaakoon " An offering to the Emerald Buddha']

R19 "Naan Naag" ( svoy ckezy: Chiiwékaanon, Aphinjaa (1992) (C) on Fong Naam,
Stanese Classical Musie(CD) Vol 5. Marco Polo

R20 "Ngiiaw Ramlyg" (&44#): Durijapraniid, Sudcid (1980s) (F), concert, Bangkok

R21 "Noég Khamin" ( suam cléz): Soowad, Amphoon (1997) (C) on Ministry of Higher
Education, Vol 5 ‘

R21.2 "Nog Khamin" ( séaz ckin: Sintharawaathin, Carssncaj [1980s] (1995) (C) on
Sty Sua3 Vol 2 [reissved for her 80th birthday, 16/9/95]




R22 "06 Laaw" ( ssam clin). Khamprasdad, Prachid (1985) (CUSA)

R23 "O6 Laaw" ( sdaur cheiry. Sintharawaathin, Careencaj (1989) (C) on Fong Naam,
From the Courts of Old Sraa Pacific Music Co., Ltd.

R24 "P4" ( seam cluizy: Soowéd, Amphoon (1997) (C), on Ministry of Higher Education,
Vol §

R25 "Phajaa Sdog" ( saam chind: Suatharawaathin, Carsancaj (1995) [1966] (C) on Saaf
Sand Vol 1 [reissued for her 80th birthday, 16/9/95]

R25.2 ""Phajaa Sdog" ( s#am clény. Thabphoon Somchaaj (1980s) (CUSA)
R26 "Saarathii" ( sdam chién: Saqwiiankoon, Sombad (1980s) (C)
R27 "Sii Bod" ( swam chzizy: Phasjphawjen, Wimon (1985) (CUSA)

R28 "Soom Sdn Stey" ( #an): Roohitaacon, Kanjaa (1995) (C), on cassette tape
distributed for Montrii Traam&od's 95th birthday

R29 "Tén Phieen Chiny" ( ssam chiny. Soowad, Amphoon (1997) (C), on Ministry of
Higher Education, Vol 5

R30 "Thajee" ( sweunr claetsdy: Swangviboonpong, Dusadee (1995) (F), private lesson with
Khunjiy Phajthuun Kidtiwan, Bangkok

R31 "Thajooj Naj" ( #44%); Suntharawaathin, Carsancaj (1987) (F), private lesson,
Bangkok

R32 "Thajooj Naj" ( #im): Chiiwakaanon, Aphinjaa (1991) (F), rehearsal for performance,
Bangkok

R33 "Thajooj Ndog" ( sz chdn). Sagwiiankoorn, Sombad (1992) on Fong Naam, Simese
Classieal Musie(CD) Vol 4. Marco Polo
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R34 "Weéedshkam" ( 5997 cliiz): Chuuchdoksew, Nanthaa (1996) (C) on Durijapraniid,
Plileeg thay dosm[Thai classsical music], Vol 4, Bangkok

RV Samoosbon Wannasin (1995) Sigdrawaa performance, Video cassette [performed on
3/2/95] (CUSA)




