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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.

31




32

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

This can also be presented as the following chart:

43




(#! 5 / e J" %
6B@ @
66 @ @
772
37" 2
=7" 2
! = 3 7 @
L% #QLM
! ' - "& ' %! $ ™
5 &"! "& ') * 3

& &

) )

&"!

&#

33

! $
" %! $

%



37

. -$ B KQ&% (Q , K T7UG0 #'(5) $ 'J =
" \
6
< BHD B7G BH6 / BHD BHB / BHB DD7 BBS
" \
2
< | B7F / DDC DBH BC8 BBC BHC 6F8
(O O# 6G % ' ‘(' #! " 5 Q"I( - % ' " -
npo G ! #'- #15 ' I - 1=
5) )$ S S BN L L YA
#'-  #1 5 v L o## ) " "& 51 & #I " w # (- - #
(1 % " v #'( e " x4
CHISL () %! 1) "& & L H % "%%#! 5 ! -
G (! - %"-&"1 5 & % ("% &!"-
L( &' ( '$ % * ) "&( (S ! # % %"-$
" ( S L Y O B LY S AN '(! % ' 51
") 5 %= ' #' LG % " I L
(S 1&"I- "% # %% $ 5 * # ) I %
") & ) #H S % ("t # & #' ' & L) )
(! $ % &!"- I Y S R A7
(& %' =) "& ) "L 1 " (! %"l % $ % " &

J" '('($! 3 5 " %! "$" " 4 ' K5 'K



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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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,




S0

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,
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