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Pulse is an online journal exploring all aspects of contemporary music life. Issues will be published 
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Pulse publishes peer-reviewed articles in both English and Thai.
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Pulse aims to enliven scholarly debate and discussion on topics related to contemporary musical 

life, and to share with a global audience the distinct voices and perspectives of Southeast Asian 

musicians and scholars.
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Peer Review

Peer Review Process

All manuscripts submitted to Pulse are initially assessed by our editors to determine their suitability 

for the journal. Those deemed suitable progress to the peer-review stage.

Please note that manuscripts that do not conform to our submission guidelines will be returned to 

authors. They may be revised according to the guidelines and resubmitted for our consideration.

Double-blind reviews
 

Pulse uses a double-blind peer review process. This means that the identities of authors and reviewers 

are concealed from one another. Manuscripts accepted for review are anonymously evaluated by a 

minimum of three peer-reviewers. A member of our editorial team manages the process. He or she 

forwards comments from reviewers to authors, assess the validity of the reviews, the response of 

the author to feedback, and the quality of the revised paper, should any revisions be made. The 

final decision as to whether to accept or reject the manuscript rests solely with the editor. The 

editor reserves the right to request further revisions or to submit the revised paper for a second 

round of peer reviews if they deem it necessary.

Editorial Info

Editor in Chief Assistant Professor Dr.Anothai Nitibhon, Princess Galyani Vadhana Institute of Music

Editor Dr.Jean-David Caillouët, Princess Galyani Vadhana Institute of Music

Assistant Editors Dr. Elissa Miller-Kay
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Editorial Board Professor Dr.Narongrit Dhamabutra, Chulalongkorn University

 Associate Professor Dr.Sarun Nakrob, Kasetsart University

 Associate Professor Dr.Yootthana Chuppunnarat, Chulalongkorn University                              

 Assistant Professor Dr.Veerawat Sirivesmas, Silpakorn University

 Assistant Professor Dr.Chanen Munkong, King Mongkut’s University of Technology Thonburi

 Dr.Jiradej Setabundhu, Princess Galyani Vadhana Institute of Music 

 Anant Narkkong, Silpakorn University 

 Rassami Paoluengtong  

Journal Coordinator Dr.Rattiya Kanchanapinyokul
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Welcome to Pulse

Welcome to the first volume of Pulse, a music journal dedicated to the exploration of all facets of 

contemporary musical practices.

Pulse has two principal and interrelated missions: first, to provide a forum for artists and music 

scholars, especially those working in Southeast Asia, to share their research with a global audience, 

and second, to foster debate and discussion on the place of music in our lives today.

The name “pulse” speaks to the vital life-force of music. A musical pulse is a point of connection 

between our musical experiences and our physical being; it is an artistic mirror to our heartbeat. This 

is why we find comfort in a regular, predictable musical pulse, and why we are thrilled by rhythmic 

deviations, skips, and surprises. 

Further, at the societal level musical pulses bring us together. They reveal our shared humanity. 

Think, for example, of how good it feels to breathe and play together, to dance, to clap along to 

the beat at a concert. 

We aim for Pulse the journal to embody this spirit of connection. 

It is our belief that the role of music academia in the twenty-first century is to promote a deeper 

understanding of all music practices and to foster dialogue and collaboration across disciplines 

and styles. For this reason, we take an inclusive approach to publication. We believe that diversity 

and quality go hand in hand; that contrasts can help us better understand ourselves and others.

Pulse is also designed to bridge the gap between the ivory tower and the community, with materials 

that will be of interest to everyone from seasoned music scholars and performers to students, 

amateurs, and music lovers. To this end, we welcome a broad range of possible submissions including 

academic research papers as well as more personal essays,  interviews with practitioners, and books, 

concerts and recording reviews.
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Pulse’s online format gives us an exciting opportunity to encourage authors to innovate. Academic 

papers published with us can include much more than text and figures. We encourage authors to 

weave embedded audio and video into the very fabric of their papers. 

Pulse is published three times per year, in January, May and September, and welcomes submissions all 

year long. Please visit our www.pulse.pgvim.ac.th for more information and for our author guidelines. 

The papers in this first edition provide a sampling of several areas Pulse will encompass. Professor 

Jacques Moreau, a French pianist and pedagogue and also one of the founders of PGVIM, addresses 

the role of research in artistic practices throughout the history of classical music, reconnecting 

historical practices with the needs of today. The German composer Professor Dieter Mack, longtime 

PGVIM collaborator, uses autobiography to examine issues related to intercultural understanding 

and misunderstanding between Germany and Indonesia. The ethnomusicologist Dr.Verne dela Peña 

discusses the transition of Mindanao kulintang music from a local traditional form to an emblematic 

artform carrying the Filipino cultural identity among practitioners outside its original area. The digital 

artist Kittiphan Janbuala shares the creative process behind his audiovisual project F(r)ee Road,  a 

game-based composition that utilizes glitch-art and the aesthetic of error to generate visual and 

sound modifications. The sound artists Dr. Toeingam Guptabutra and Pattarapong Sripanya discuss 

how they used the relations between voice and spatialisation to create an interactive work that 

reproduces the acoustical proportions found within the human body. Dr. Jonathan Day investigates 

the adoption of Reggae and Rasta ideas in the multifaceted cultures of the Asean region.

We are delighted to embark on this intellectual and creative journey with you. Thank you for joining us!

 

The Pulse Editorial Team
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PGVIM
The Princess Galyani Vadhana Institute of Music, Thailand 

takes a contemporary approach to classical music 

education, scholarship and performance. The institute 

was initiated in 2007 as a royal project celebrating the 

occasion of the 84th birthday of Her Royal Highness 

Princess Galyani Vadhana Krom Luang Naradhiwas 

Rajanagarindra. The Princess graciously gave her name 

to the new endeavour, and thus the Princess Galyani 

Vadhana Institute of Music (PGVIM) was born.

PGVIM aims to be a leading international institute of 

music, with the following missions: 1) to support young 

Thai talents in their pursuit of musical excellence, 2) 

to promote a better understanding of music among 

the general public and expand the role of music within 

society, and 3) to develop new knowledge in music and 

through interdisciplinary research. Our undergraduate and 

master curricula and Music for Society programs provide 

opportunities for students and the general public to learn 

the skills of music-making while developing their ability to 

use music as a tool for advancement of humankind, both 

within their local communities and on the world stage.

The publication of Pulse is a logical step towards the 

consolidation of a process which started in 2014. Through 

its annual international Symposiums, regular workshops, 

concerts and continuous activities, PGVIM has gradually 

established itself as one of the most active centers for 

research and creation in music within the Southeast 

Asian area. Our growing and vibrant network includes 

an extensive list of active researchers and scholars, 

practitioners, creators and educators all over Southeast 

Asia and around the world.
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Abstract

 This paper utilizes an autobiographical framework to examine intercultural 

issues between Southeast Asia and Europe. It provides an analysis of my life and career 

as a German composer working frequently in Indonesia. I begin with a discussion of 

my practices in rock and jazz, with early psychedelic electronic influences, and my 

conservatory studies in Freiburg, Germany. I then consider the ways in which my 

first trip to Bali in 1978 led to a complete turnaround in my philosophical outlook 

and approaches to music-making. I further draw on my experiences working as an 

exchange lecturer from 1992 to 2007 in Indonesia, and my later professional and 

artistic activities up to and including the present, to elucidate cultural differences 

between Europe and Southeast Asia. Woven through this narrative is an examination 

of the root causes of misunderstandings between practitioners on both sides. I 

conclude with a discussion of the challenges currently facing artists, teachers, and 

students working in Southeast Asia.

Keywords: Bali, composition, Indonesia, intercultural issues, music education, 

Southeast Asia

* Professor, kamasan@t-online.de
 Received 20/03/22, Revised 08/05/22, Accepted 17/05/22

A Journey with Fruitful Challenges 
and Without End: 

A German Musician’s Decades of Engagement  
with Southeast Asian Music and Culture

 

Dieter Mack*
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1 See: Theodor W. Adorno, Philosophie der Neuen Musik, Frankfurt 1972

How it Began

 “Non-European Tonal Systems” was the title of a seminar by my teacher 

Brian Ferneyhough in 1977 at the University of Music Freiburg. Nobody had a 

concrete idea what that meant, and as we recognized later, Ferneyhough himself did 

not have one either. Composition students at that time had other points of orientation. 

Most of my colleagues had been fully focused on the middle-European tradition; the 

line Bach-Beethoven-Brahms-Schönberg-Stockhausen and so on. Even in our own 

cultural realm, almost nothing else was regarded as worthy enough to be accepted. 

Strawinsky was just admitted as the so-to-speak populist opponent of Schoenberg 

(regards from Adorno!1). From America, Cage was well-known, but he was accepted 

because of his ideological concepts rather than his compositions. Just a few – and 

at that time, I was perhaps the only one – came from the realm of experimental rock 

music and jazz. At the University of Music Freiburg, such a background was very 

far from any kind of advantage; in fact rather the opposite, the burden of the “naïve 

ignorant” had to be carried around, whether one wished it or not.

 Then suddenly, that topic “Non-European Tonal Systems” popped up, and 

it was alien to devotees of any orientation. Why Ferneyhough had chosen that 

topic (without being in contact with a single non-European music culture) and why 

in particular I was given the topic “Balinese Gamelan Music”, belongs to those 

accidental surprises that under special circumstances may turn one’s life upside 

down. At least this is what happened with me. Did my background in rock and jazz 

ultimately play a role? 

 Today, when I recall that exciting time from a reasonable distance, I am 

convinced that there was a connection, though perhaps not a musical one. The 

main advantage of my personal musical and cultural background was exactly that 

which made it difficult for me to study at a university with a traditional reputation. 

In contrast to my colleagues, I never felt a kind of historical burden of my own 

cultural tradition (as the dialectic basis of new composition). I loved to dig into my 

tradition, and managed to do so without falling into the trap of a latent exaggerated 
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intellectualism, where the mental pervasion of a music was apparently regarded as 

more important than an emotional or passionate musical experience or a similar 

musical expression. I could not (and today still cannot) understand that a new musical 

work is only deemed worthy when its theoretical and ideological frameworks seem to 

be ‘correct’, while the actual sounding result is considered of secondary importance. 

Phenomenological aspects, even spiritual ones, in their widest sense were always 

of higher interest for me. Anything that I did not understand attracted me exactly 

because of that. It was and still is more important to me, rather than some smart 

written concepts, theories and argumentations. Therefore, it would not be wrong to 

speak about a “magic” nuance that removes itself from any rational understanding. 

On the other hand, I am in no way a kind of ‘new age dreamer’, romantic fantasy 

boy or even an esoteric ponderer. In contrast, for me, a clear relation to reality has 

never been in contradiction to that spiritual-phenomenological approach. At least 

as seen from that point of view, I was probably more open to another music culture. 

This is my view today after achieving some temporal distance.

 A last aspect was my continuous isolation at the University of Music in 

Freiburg and the potential possibility suddenly to ‘own’ something only for myself 

which the others did not have. Regarding my own culture, I felt like I was ‘running 

behind’ during my entire studies. I was able to fulfill everything that was expected, 

and I even established a kind of positive consciousness for it (if not, I would not have 

received my jobs later), but I had the inevitable ideological mark from my cultural 

environment. There is nothing more difficult than decomposing existing prejudices, 

even if one is already ten steps ahead. I certainly do not want to blame someone. 

However, the fact that my situation today is not really different compared with 

the late 1970s is an indication that the euro-centrist attitude that I was facing then, 

especially at German academic music departments, is still alive. There is no malicious 

intention behind it, nor a kind of racism. In my opinion, the reason is exclusively the 

overwhelming importance of historicism (or the belief in it) and the responsibility 

towards one’s own history as a conditio sine qua non for music composition.

 The preparations and the execution of my presentation about Balinese gamelan 

music were satisfying. Admittedly, I received unusual support by the then leading 

European academic institution: the Department of Musicology of the University 
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of Basel/Switzerland (at that time under the leadership of Prof. Dr. Hans Oesch), 

and just by chance I had the opportunity to listen to a concert of gamelan semar 

pagulingan from Teges2. But all that did not change the nebulous-spongy insecurity 

or alien feeling regarding this new material. Why, and despite all obstacles, I finally 

decided to travel to Bali, I do not remember anymore. It was due at least in part to 

some sarcastic remarks by Dr. Danker Schaareman (then the assistant of Mr. Oesch) 

about me as a “typical theoretician”. And finally, in the summer of 1978, I flew to 

Bali, believing myself – I had read a lot of books – to be well prepared. I also thought 

the language problem would be easy to overcome. 

 Via various contact addresses, I finally came to the village of Saba, a village 

with about 800 inhabitants, one-and-half kilometres from the beach (if one drives to 

Gianyar/South Bali and turns right in the village of Blahbatuh). At first sight, I was 

deeply impressed by the new atmosphere. Nature was breathing, pulsating, and the 

people seemed to be friendly and helpful. It was a healthy holiday from civilization for 

me because there was only a nasty field-path for the last six kilometres, no electricity 

nor phone. Although Saba had already been visited various times by Westerners3 

and the village gamelan had even performed in Germany in 19764, I still felt like 

an ‘exotic person’ (turning a common classic upside down recalling that Europeans 

called people from other cultures the “exotic” ones!).

 Quite fast it became more than obvious that my knowledge from books was 

almost useless, and my complete lack of the local language was a serious obstacle.5 

Furthermore, it was clear that an individualistically educated person (though from 

a very petty bourgeois realm) was not likely to be integrated automatically. How 

shall one behave if, just because of natural curiosity, about ten young boys end up 

2 https://www.youtube.com/watch?v=hMp7jc0pTmA
3 See: John Coast, Dancers of Bali, London 1952 and Urs Ramseyer, Kunst und Kultur  
 auf Bali, Bern 1979.
4 It was the first collaboration with the German rock- and event musician Eberhard Schoener.  
 The result was the famous cross-over album Bali Agung (1976).
5 At that time, Bahasa Bali was the official language in the village and less Bahasa Indonesia.  
 About 70% of the male and 30% of the female could communicate in Bahasa Indonesia.  
 Nobody spoke English. Therefore, learning both languages as quickly and as well as possible  
 was the immediate challenge of the day.
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sitting around you the whole day and continuously try to pluck your body hairs or at 

least to touch your strange white skin? At least it was clear for me that an aggressive 

pushing away would certainly be the worst, though deciding this did not help me 

much. The unfamiliar local food did not cause me much difficulty. More problematic, 

however, were the nights. For reasons I did not know, I was given an open pondok6 

on a fishing lake next to the farmhouse of a family. They decorated the pondok with 

temporary white cloths so the sides wouldn’t be completely open during the night 

(my pembantu7 loved to pull these cloths up at 5am. What a time, why cannot he 

just let me sleep?!).

 Today, I would pay a lot to stay once again in such a pondok. But at that time 

in 1978, the continuous loud soundscape of wind, water, small animals, and everything 

else made me more than desperate. Even more crucial was perhaps the fact that I 

had no one to discuss all my new experiences. I was forced to deal exclusively with 

myself only and was not at all used to that. The “highlight” of that affair was one 

night, after countless nightmares, when I ran yelling through the village. I intended 

to give up everything and fly home at once.

 Perhaps the Balinese would have been happy if that “strange birdy” would 

have left them as quick as possible (it’s possible that for some it was really like that, 

who knows?). But what happened was almost the exact opposite. Villagers took care 

of me and supported my activities until I overcame my psychological crisis – and 

then stayed some weeks more.

 Years later, when I already so-to-speak belonged to the family8, the head of 

the family I Gusti Gêdé Raka sat together with his older sons and me conducting 

our usual long evening discussions. At one of these occasions, I came back to that 

“incident” and expressed my appreciative astonishment regarding their behaviour at 

6 A small hut (3,5 x 3,5m), open to all sides.
7 A pembantu is a kind of servant who cleans the room, brings food, cleans clothes etc. The term  
 slave would go too far, but in Indonesia, even the smallest household of a student has a pembantu.  
 This was one of the few things that I could never accept while living in Indonesia.
8 Which was more or less proven for example by the fact that they did not serve me daily food  
 separately, I just went into the kitchen like everyone did and took what was available.



16

that time.9 But I also asked why they had reacted like that. The answer was simple 

as well as typically Balinese: That pondok which I had been given as a room to stay 

was famous in the whole village as a place for black magic and they assumed that 

a Westerner like me would be immune to such influences. But their “joy” was even 

bigger that I also reacted (at least in the eyes of the Balinese) to the influences of 

black magic as the Balinese did. They did not wonder at all. In fact, this incident 

worked to my advantage and helped me to be accepted.

 I have described this example quite extensively because it had a strong 

influence on me, almost like nothing else. Only through this incident did I begin 

to understand my Western life up to that moment as an unconscious conditioning 

process in my very limited realm. I became aware that modern cultural developments 

in Germany have not completely widened our horizon, in fact rather the opposite is 

the case. I felt that the insidious seemingly global availability through media, books 

etc., supported a kind of Fata Morgana of knowledge. Suddenly I recognized my 

own limitations (and the richness of the Balinese!), and until today I consider that 

experience as something extremely positive. 

 Two further experiences seem to be relevant in this context. The first example 

had again serious implications regarding my opinion about my own European cultural 

realm, while the second one is in close connection with my pedagogic activities, 

especially during the 1990s in Indonesia.

 During my one-year study project in Bali (1981/82), I tried to behave as 

much as possible like a member of the village. Consequently, I participated in most 

preparations for rituals, ceremonies and meetings. During a ritual, the so-called 

odalan (birthday of a temple), one of the responsible priests asked me, how I – a 

Western Christian (orang Kristen) – could pray in a Balinese temple during a Balinese 

ritual?10 While I was still looking for an adequate answer, he gave it himself: “Sorry 

for such a stupid question. If there is really something godlike, then it is the same for 

9 In Germany, I would have been sent straight away into a clinic for psychos!
10 It seemed that it was clear to him that every Westerner is Christian. Although that was not correct  
 in my case, I did not want to open a discussion about that.
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everyone!” I was deeply impressed by this answer, and until today I cannot remember 

having heard a similar answer by priests of my cultural realm in Europe.

 The second example is related to the learning process of Balinese gamelan. 

During my first visits (1978, 1979 and 1980), I always worked with I Gusti Gêdé 

Raka11, learning some easy pokok gending12 via the process of demonstrating (Raka) 

and imitating (me). During that one-year stay 1981/82, I worked almost daily with 

Nyoman Kumpul from the neighbouring village Pinda. Until today, the gamelan gong 

kebyar Pinda is one of the leading orchestras of that dynamic and virtuoso style. Why 

this is the case, although the much richer village of Saba is culturally more important, 

I have already explained in another text.13 Nyoman Kumpul14, a humble rice farmer 

and an outstanding musician, was able to play any part of every gamelan piece that 

he knew and with an unusual preciseness. The teaching and learning method was 

always the traditional one of demonstrating and imitating. In the beginning, the verbal 

communication was subordinate, not only because of my weakness in Balinese, but 

also because for Nyoman Kumpul, a causal approach did not exist. Even when, after 

a long mutual adaptation process, some causal talking was possible, Kumpul often 

asked about the different difficulties in my music-learning process (compared with 

Balinese), as well as what had been easy for me. Until 1986 (which means after 

further short-term visits) we did not come to terms regarding solo drumming, but 

I still remember that summer day in 1986. I had just arrived and Nyoman Kumpul 

showed up at once – quite excited which was unusual for him. He told me that he 

had a new idea for teaching solo drumming. The first lesson on the next day was in 

fact like a revelation for me. The direct success was satisfying for us both.

11 He was perhaps born in 1916 in Saba and died in 2000.
12 Core melodies that can be compared with a cantus firmus in Western music.
13 See Dieter Mack, The Gamelan Gong Kebyar of Pinda, in: Danker Schaareman (ed.),  
 Balinese Music in Context, Forum Ethnomusicologicum IV; Basler Beiträge zur Ethnomusikologie,  
 Zürich 1992. An edited version will be published soon in the forthcoming book: Zwischen  
 den Kulturen – Gesammelte Schriften von Dieter Mack, Oliver Korte (ed.), Hildesheim 2022.
14 He died in 2018 at the age of 75 under quite degrading circumstances (wrong treatment by  
 local doctors). Fortunately, his legacy is successfully continued by his son Nyoman Kater.
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What Occupied Me and What I Learned

 The significant aspect of the last example is the fact that Nyoman Kumpul 

instinctively understood that my situation was a different one than his own or those 

of the Balinese. For the Balinese, the learning of gamelan is always a contextual 

process, while for me it was a non-contextual one (and still is today).  Non-contextual 

learning processes require a different method or approach, whereas contextual 

processes are somewhat “reconstructed” or simulated. When I teach about Balinese 

music in Germany, for example, I realize simple patterns with the voice or everyday 

tools. In this manner, I simulate something contextual. If I only tell the theory of it, 

and my students memorize that, I am on a non-contextual level that cannot create 

any kind of understanding.  

 Putting this issue in a broader Indonesian context, and after many years of 

activities in the Indonesian educational sector in schools as well, I would say that this 

is the core problem of Indonesian educational policy. It is the dichotomy between 

contextual and non-contextual learning in schools. At least today it is 100% clear 

that this problem has nothing to do with any kind of inability. Rather it is an overall 

cultural problem resulting from that big process of shifting from an agrarian adat-

culture15 to a modern, internationally-oriented society.

 All my experiences with Nyoman Kumpul und Gusti Gêdé Raka, my spiritual 

and cultural teachers, are invaluable to me. I would like to thank them here, along 

with the others involved for their gratitude and effort. Hopefully I was also able to 

give them back something of interest.   

 My working process with my German gamelan group in Freiburg (founded 

in 1982) was always based on the same methods as I had experienced in the years 

before in Bali. Until today I am fully convinced that it was worth it to accept all 

the obstacles over the years and not to use any kind of notation. My experiences 

teaching and performing gamelan in Germany is a topic for another article. At least 

15 Adat is the non-written common law of the Balinese.
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I am sure that the practice of Balinese gamelan in Germany has a high educational 

value. Therefore, I deeply regret that it is still almost impossible to integrate such 

experiences in the curricula at German music departments. Fortunately, my 18 years 

at the university of music in Luebeck have been an exception. I had my own room 

and gamelan was officially accepted as one possible ensemble for students to join. 

I can only hope that in the near future similar developments will be established all 

over the country. Regrettably, so far, such activities depend almost exclusively on 

individuals. No wonder that gamelan practice stopped in Luebeck at the very moment 

when I retired in 2021. I can only hope – and this was one of my main aims as vice-

president for international affairs – that after the pandemic it will be possible to invite 

guests from our partner universities for guest courses and semesters to teach about 

their local music cultures.

 I had learned as well that the often-claimed statement that Western culture is 

individualistic and Asian culture is collectivistic is in fact wrong; or at least, not nearly 

so ‘black & white.’  In Bali, I have experienced as much individual behaviour as in 

Germany; it was just different. This became especially clear in gamelan playing. If 

we consider all players as individuals, then the main role of rehearsals is to bring the 

individuals into a collective via continuous repetitive practice. In Europe, we need 

thousands of laws to organize our living together. In Bali, everyone can behave freely, 

based on the grown and culturally immanent common ground that has developed 

over centuries (called adat). No Balinese would complain, for example, if neighbours 

produce banging music via ‘mad’ amplifiers and loudspeakers during a ceremony. 

In Germany, people would call the police after five minutes. 

Another Key-Experience and its Consequences

 From 1978 – 1988, my relationship to Indonesia was limited to Bali. That 

would change soon and drastically. Again, a mere accident caused the consequence 

that in 1988, I was able to tour in Southeast Asia (with a focus on Indonesia) via 

the Goethe Institut in order to present my music. I was accompanied by a six-piece 

ensemble, consisting of young but committed musicians (students) which I had 

selected from my university. The tour – which in the weeks before was almost about to 

fail – became a big success and was completely opposite to the negative expectations 
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of almost all people involved. After all, it was contemporary music! Beside the high 

quality of my ensemble (they had practiced half a year and almost played without 

parts like a gamelan ensemble) but also my ability to moderate the concerts and 

workshops in Bahasa played a significant role. Moreover, I got in touch with all those 

academic institutions for art education like ISI-Yogyakarta or ASTI-Bandung16, and 

also many leading Indonesian artists including Slamet A. Sjukur, Suka Hardjana, 

Harry Roesli, and Rahayu Supanggah. It was a completely new environment and a 

different scene. I had experienced Bali as a so-called traditional but continuously 

growing and changing society with all its facets. Despite many negative aspects 

of tourism, modern development has not left behind any serious damages, except 

in the geo-political area. But now I was confronted with modern urban Indonesia, 

with the nation as a whole, its role in the international exchange of forces, and with 

the problem of cultural diversity. A new encompassing background for my coming 

work and behaviour was born: the ternary network of forces of traditional culture, 

national obligations and international influences that still permeates every realm of 

life. These experiences had been quite new for me because in Germany – I have 

to admit – until that time, I had not been politically active. Beside my teaching 

obligation at the University of Music, Freiburg, as a composer and as leader of a 

Balinese gamelan group, starting in 1988, my occupation with culture and policy in 

context with Indonesia received a new and central rank in my activities.

 Two two-month projects in 1988 and 1989 provided new experiences for 

me, and hopefully also for the participating Indonesians. Both projects ended with 

two collaborative concerts that were open to the public. Although my experiences 

were positive, it became clear to me through this work that collaboration, if taken 

seriously, is not as easy as one might at first expect. The reasons are manifold. Beside 

the obvious administrative obstacles, problems can be traced back to a fundamental 

contradiction. Given the immense diversity and vibrancy of local art forms, the 

number of art academies is low. Consequently, the few art academies cultivate 

a kind of elite consciousness. At the same time, the status of these institutions 

becomes more marginal year by year because the interest of the Indonesian public 

is continuously decreasing (this is true perhaps with the single exception of Bali). 

16 Today this is called ISBI-Bandung.
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Unfortunately, nobody at these academies likes to talk about this issue openly. 

Further, a kind of dichotomy is developing, with an indifferent public on the one 

side and a strong determination among artists to be significant and successful on 

their own terms on the other.

 Many Indonesian musicians insist without compromise on the unchangeable 

tradition and categorically refuse anything else. Some others try to adapt themselves 

in a popular manner, either via more tourism-oriented activities or via music forms 

that are more market-orientated. No wonder Pop Sunda is one of the most nationally 

popular music genres. 

 Only a few artists are searching for new paths. These new paths are those 

of high esteem in intellectual circles and outside Indonesia, but almost no one can 

earn a living from this kind of creative work in their own country. In Indonesia and 

in most other Southeast Asian countries there is no subsidized cultural system as 

there is, for example, in Germany.17 Furthermore, such artists are not celebrated by 

society in Indonesia as much as they are in Germany. In this regard, the situation of 

other Southeast Asian countries is sometimes better. In Thailand in particular I have 

witnessed better national support and a more intensive ‘pervasion’ of art academies 

into the society. This important field of work, involving both cultural policy and the 

role of mass-media, merits more attention.

 On the other hand, the idea of an “artistic mission” is quite a Western 

concept. This idea is rooted in the romantic consciousness of the nineteenth century. 

Its central characteristic is the individual urge to express one’s self, either in form 

of typical Romantic ideas or in the sense of a critical reflection of the current time, 

or even as a vision into the future, as can be found beginning in the early twentieth 

century with composers such as Stefan Wolpe and Hanns Eisler. A concept of so-

called critical composition is connected with the latter, and was used recently by 

composers such as Mauricio Kagel, Helmut Lachenmann, Nikolaus A. Huber and 

Matthias Spahlinger. Such concepts were quite alien for most Indonesians, at least 

until the early twenty-first century. 

17 To be honest, even in Germany it becomes more and more difficult.
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 The situation in fine arts, literature and theatre is different. These art forms 

are generally more political. Even in Europe, music was always slightly behind the 

development of the other artforms. This may be due to the high degree of abstraction in 

music. And, if one leaves that abstract realm in favour of agitation, the step to agitprop, 

or even pure state art found in totalitarian nations, is obvious. In other words, most 

musicians in Southeast Asia are less political. People like Harry Roesli in Indonesia 

are the exception18. To my knowledge, the only country where contemporary music 

has a strong political streak is the Philippines. A significant amount of José Maceda’s, 

Ramon Santos’ and Jonas Baes’ work cannot be separated from their cultural political 

engagement. It should come as no surprise to those familiar with Jonas Baes’ work 

to learn that he studied with Matthias Spahlinger.

 In Indonesia, the situation is quite different from the Philippines. Conflict 

has to be seriously questioned because, at least on the surface, Indonesian society is 

consensus-oriented. This is an issue that, since 1989, has caused me endless difficulties 

as both a composer and music educator working in Indonesia.

 In the following paragraphs, I draw on my experiences from 1992 to 2007, with a 

particular focus on 1992 to 1995, when I worked at UPI Bandung as a DAAD (Deutscher 

Akademischer Austauschdienst, “German Academic Exchange Service”) lecturer, to 

elucidate cultural differences between Europe and Southeast Asia.19 My intention here is 

not to be a judge but to attempt to question and examine the issue with an eye to addressing 

the challenges of musical and cultural exchange. I believe that this matter merits further 

consideration both in Indonesia and Southeast Asian more broadly. 20

 Argument as a mode of communication and as a motor for progress is a 

typical feature of intellectual life in Europe. It is perhaps only understandable as an 

outgrowth of European cultural history. Foundational features of Western culture, 

such as scientific progress and Western understanding of democracy, are strongly 

18 Listen to his challenging piece “Orang Basah” from 1990 regarding corruption in Indonesia.
19 Then still called IKIP-Bandung.
20 Please note that I only dare to speak about Indonesia. Although I have worked a lot in the whole  
 of Southeast Asia during the last 15 years, I do not dare to evaluate cultural and political affairs,  
 except Indonesia where I feel familiar with.
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connected to that history. Could one imagine the style of a German parliament debate 

in Indonesia? I think not. There would be a significant uproar all over the country 

if this were attempted. This does not mean, however, that our social manners are 

immune from criticism. My intention here is only to highlight the differences.

 A composition of Karlheinz Stockhausen, for example, is only fully 

understandable if one has knowledge of the cultural and historical development 

of middle-European culture. Progress is also not only the invention of something 

new. It also implies the critical evaluation and questioning of possible implications. 

Sometimes it is necessary for things to be turned back, and I regret that in the West a 

lot of necessary and acknowledged turn-backs have not taken place recently. This is 

especially true with respect to environmental issues.21 A positivistic attitude regarding 

all novelty is dangerous. The culture of critical exchange, debate and argument has 

therefore been developed to serve as a kind of controlling institution. Unfortunately, 

this European system does not work as well as it could all the time.22

 The situation in Indonesia is different. On the one hand, Indonesia wants 

to participate in the “cake of modernity” but it wants to grab hold of it within a 

fraction of time that the West has needed. However, there is not yet enough of the 

control mechanism of causal argument in operation. Such debate and argument 

does take place between some intellectuals, and their numbers are growing. But 

the old consensus culture, a more phenomenological consciousness as opposed 

to a causal one, hierarchic moments dating from feudal times (or today called the 

Bapak-principle), the importance of the representative etc. remain dominant in 

Indonesia. All these factors, which in various traditional contexts have meaning 

and importance, hamper a critical evaluation of the targets for the future that have 

been formulated. In other words, the whole cultural framework and the conditions 

21 Unfortunately, we face a very negative turn-back at the moment. I must admit that I could not  
 imagine that Europe falls back into Cold War behaviour and rhetoric atrocities of irreal dimensions.  
 Wladimir Putin has turned Europe back to the 1950s without any reason except his personal  
 weirdness.
22 See my article: Bemerkungen zur Musikkritik aus der Sicht eines Komponisten, in: Dieter Mack,  
 Zwischen den Kulturen, Schriften und Vorträge 1983-2021, ed. by Oliver Korte, Hildesheim 2022,  
 p. 538-550.
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under which such targets have been developed in their cultures of origin (Europe 

and America) and which may function only there (or not, see above!) are not taken 

enough into consideration. Without a critical approach, the material results themselves 

are nonetheless mostly adapted and sanctioned.

 I will now provide some specific examples. Let us start with the idea that 

language, or the use of language, is a kind of reflection culture. I became aware 

over the years and in my work teaching, giving seminars, and writing articles and 

books in Bahasa, Indonesia, of some interesting facts. Temporal relations and causal 

connections are very difficult to articulate precisely in Indonesian. When I tried to 

express these things, I was often told that my Indonesian is not good enough. But 

when I insisted on a precise argument, it became clear in many cases that I did not 

produce grammatical mistakes. The problem was the form of expression itself.    

 A teacher’s paper about ethnomusicology at ISI-Yogyakarta who had 

been in a Master-program “Performing Arts” at UGM (Universitas Gajah Mada 

Yogyakarta) had the title: “Aesthetics of Balinese Music.”23 The paper starts with a 

rough description of European history of aesthetics from Alexander g. Baumgarten, 

via Johann J. Winckelmann until Immanuel Kant (read: mostly philosophers of the 

18th century). The introduction ended interestingly with a digression to Augustinus 

and Thomas von Aquin. Their principles then became the starting point for further 

investigations. It struck me as strange that European theoreticians were presented, 

given that the topic was Balinese music. But more problematic was the way time 

and temporality were treated by the author. 

 Let us now turn from time to causality, which is a closely related concept. 

Causality implies a linear understanding of time. But such an understanding is 

relatively unimportant in Indonesian culture. History is rarely understood as causal 

(including all raptures) or as a linear sequence of events. Rather it is understood as 

an encompassing bowl of events.24

23 I think it was in the early millennium.
24 Once again, this is nothing with minor value. My point is that it is different, and the reasons are  
 rooted in the still present notion of oral tradition, which is a great achievement as well, but with  
 other implications.
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 Consequently, the Indonesian language tends to lend itself more towards 

statements free from causal relations or causal chains of argument. This is especially 

evident in so-called penelitian (research) at universities, where penelitian kuantitatif 

(quantitative research) – mostly statistic comparisons with complex formulas – 

dominate. The external form and shape of the paper is more important than the 

content. A fantastic music analysis done in the late 1990s by a teacher that I supervised 

which, after many revisions, was signified by causal arguments and actually could 

not be written differently, was rejected by the official evaluation institution (lembaga 

penelitian) with the comment that it was not scientific enough.    

     

 However, today the situation seems to have improved. Criticism and 

feedback tend to be more individual, and novel approaches and expressions are 

more tolerated. I am convinced that this is mostly due to the increasing number of 

unique projects in the Southeast Asian region, especially seen at competitions and 

festivals, as well as, for example, the annual international symposiums at PGVIM. 

Such events create an ongoing exchange and argument, if one does not want to 

dive into post-modern arbitrariness. I strongly support the continuation of such 

events wherever they are possible.

 The activities discussed above have been my work in Indonesia over the last 20 

years, and also my occupation in other Southeast Asian countries. I have asked myself 

almost daily whether my point of view is correct. Or do I inappropriately intrude too 

much into the affairs of others? In most cases, I have come to the conclusion that 

my involvement is no interference in a negative sense. Rather my understanding is 

one of being a catalyst; an agent that unravels the incredible potential of the region, 

a potential that, when realized, is an important contribution to the world outside of 

Southeast Asia. Individualism, collectivism and the ability to engage in discourse and 

argument are all closely linked, and this connection should be examined independent 

from any specific culture. Cultural differences are found more in the substance of 

exchange and discourse and less in the concept.
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The Ups and Downs in Politics and Cultural Tendencies

 I would like to return now to some aspects of my work in Indonesia in order 

to discuss aspects of my work that are perhaps relevant in other countries as well. 

The Indonesian musicologist Suka Hardjana once said,

 One of our main problems in our musical development and the role of 

gamelan   music for the young Indonesian generation is rooted in a cultural 

conflict that  touches our youngsters directly. A young Indonesian experiences 

his/her local culture because it is the closest one. Secondly, he/she experiences 

the national  cultural policy with its superior targets and thirdly there are 

international influences as they are present in the daily conflict of a modern 

Indonesian with the whole world […]. Finally, there exists a network of 

influences with high complexity and full of cultural friction surfaces.25

 Suka Hardjana describes the situation precisely. But how can we deal with 

these frictions? The way out is the already mentioned: open and critical discourse. 

If this does not take place, it might have serious consequences for the individual 

self-understanding of a single person. In this case, music is only one single level; 

but Hardjana’s three-dimensional picture can be transferred easily to anything else.

 This brings me back now to my occupation with Indonesian art (music) 

education which had been my focus, particularly between 1992 and 1995, and on a 

minor level until 2007. Before 1990, I did not take care of art education because I 

assumed that such a rich and highly developed musical culture would be taught in 

formal school education as well as informally. Unfortunately, the opposite was (and 

still partly is) the case. I became aware of that when the then about twelve-year-old 

son of my host family in Saba/Bali, a fantastic gamelan player, approached me shyly 

and asked for help. He showed me his school exercise book where I could read a 

neatly written D-flat Major scale. When I questioned him as to what this meant, he 

25 Suka Hardjana, Permasalahan Komposisi Karawitan Untuk Anak-Anak – Karawitan  
 versus Musik, text of a lecture given at the 2nd International Gamelan Festival, Prambanan,  
 December 1995. Translation by the author of this text.
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answered quite desperately, that this was exactly what he wanted to know from me. 

The teacher has written the scale on the blackboard and explained it would be the 

teori musik. I could hardly believe that, and it opened my eyes!

 Music education at public schools was based then, and still partly is today, 

on Western music theory, or at least what was taken to be Western music theory. 

Additionally, singing and memorizing the national anthem and national propaganda 

songs that had been composed during the independence fight was obligatory. All of 

this was written in a Western idiom. 

 We have to ask why the rich traditional music culture is completely neglected 

during the entire formal school education.26 When in 1992 I began a DAAD- long-term 

lectureship at UPI-Bandung, a national seminar with lecturers from all educational 

institutions was organized. I used that opportunity to receive an overview on the 

whole educational situation at these specialized universities followed by the schools. 

In short, I can summarize the result as follows: 

 1. Because of the cultural diversity of Indonesia, the Indonesian authorities 

came to the conclusion that none of the local cultures could be treated as an obligatory 

national music culture for all. Social tensions would inevitably result. Therefore, 

Western music, which was so-to-speak equal (equally alien!), was chosen as the 

basis for national music education.

 2. Western music seems to be the international music, and parallel to the attempt 

to move beyond “Third World-Status” Indonesia has to adapt to so-called international 

values. It should be noted that this curriculum decision dates back to the 1950s!

 3. Traditionally, Western music culture has a cultural value in Indonesia. This 

is evident, for example, in Batak music. In this regard, it is interesting to know that 

most music departments have been led by Batak people. 

26 Or at least until 1993. Although it sounds quite absurd, only through my involvement in the  
 National Curriculum Commission in Jakarta, I was able to influence the new curriculum significantly  
 regarding Indonesian music cultures. No wonder that I did not get new friends immediately!
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 4. The national anthem as well as the national songs (lagu perjuangan) use a 

Western music language. Again, it is worth mentioning that most of these composers 

are Batak people and of Christian faith.

 Until today I have never understood why the national principle “Unity in 

Diversity” (Bhinneka Tunggal Ika) does not lead to the treatment of Indonesian 

music diversity as a kind of unity. Fortunately, nowadays many Indonesians think 

critically about this disconnect as well, although their political influence remains 

quite marginal.

 Here I would like to add: My comments above could lead one to believe that 

I object to Western music education in Southeast Asia completely. This would be a 

misunderstanding of my position. Certainly, there are high-quality institutions for 

Western music in Singapore, Manila and Bangkok, just to name a few places. I am 

always very happy when I see and hear what these institutions are able to create. 

And I am equally happy that from time to time, I am able to contribute a little to their 

work. But this form of high-level professional education is not my target at all. My 

criticism is aimed at the music education in formal public schools and the neglect 

or even disdain for one’s own cultural heritage. 

 My experiences at UPI-Bandung were mostly positive. The responsible 

persons at that time had already reflected on the unbalanced situation, albeit without 

finding a decent solution. This was one of the few music departments led by a local, 

a Sundanese. Compared with the experiences of many colleagues, the collaboration, 

and even the support offered by the administration, was very satisfying. Despite some 

difficulties, I always felt there was an effort to achieve mutual understanding and to 

problem solve.

 Yet, to this day, beside the teaching materials, the teaching methodology 

remains a significant problem. I needed almost the entire three years to convince my 

colleagues that an open dialogue is crucial. I needed just as long to prove to them that 

I am not the ‘big guru from Germany’, but a partner to the local teachers and to the 

students as well. And with that, the circle of my Indonesian experiences comes to an 

end, because I am again back at the issue of contextual and non-contextual learning.
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The Opening to the Region

 A prognosis for the future is not necessary. With regard to potential and cultural 

diversity, Indonesia is one of the most interesting countries of the world. I can only 

hope that the country’s potential richness is able to develop in an adequate way and 

is not destroyed by a misunderstanding of progress and mere imitation of the skin 

of other cultures, especially an imitation without knowledge of the other culture’s 

history. The courage for critical debate is needed on all levels, horizontally – with 

other cultures and people but also internally/vertically – between hierarchical levels. 

Critical discourse is not threatening, but rather a vital necessity. And this process 

should start in the region, with neighbouring countries, because they are different but 

also because there exists more significant common ground compared to European 

countries. I adore all activities in the region that foster such dialog and cooperation. 

My approach to working in the region since around 2005 has been characterized by 

an effort to open to the region and support, and sometimes even initiate, the creation 

of network-like structures. Happily, the current responsible persons of the Goethe 

Institut in the early 2000s were aware of the necessity of this.27  They switched from a 

primary presentation of German culture to the support of new intercultural networks 

and artistic collaborations in the region.

Where Are We Today?

 Although this question is important, it is difficult to give a satisfying answer. 

Two years of the Corona pandemic have caused a set-back, despite all efforts. And 

the current war in Europe, caused by some unresponsible and anti-human authorities 

in Russia, has further complicated the situation. Happily, digital formats have been 

used quite intensively during the past few years, and I have been happy to see that 

at least something of artistic and pedagogical value has been strengthened. But we 

all know that especially in music, the essence of it can hardly be transported without 

direct in-person contact. This is true of teaching as well as of performing. Only the 

tension between the practising artist and the listener creates that unique aura which 

27 I have to say it like that because later, with new responsible persons, such activities had been  
 reduced significantly.
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can be called the essence of music as art. The most important aspect of a musical 

work lies in the moment of that mediation, not in a score and not in a recording. 

Under difficult circumstances, everyone has done their personal best to keep art alive.

The time of my generation is almost finished. We had unbelievable luck. Which 

other generation has had the advantage to live in peace for so long? I fervently 

hope for the young generation—a generation which has been made to feel insecure. 

During my last two semesters at the university of music Luebeck, sometimes I had 

the impression that we need more psychotherapists than music teachers. I can only 

hope that the pandemic has been a lesson for all of us, and that we all, especially us 

in the older generation, have finally learned that it is already “a quarter past twelve”. 

What the war will finally bring us in Europe, or perhaps the whole world, we do not 

know. We can only hope.

 This pandemic, the war, but also other global problems like climate change, 

the reduction of resources and the increased density of population, are creating for 

the first time a reality in which we all are sitting in a big boat—a modern Noah’s 

Ark. Unfortunately, the current Noah’s Ark is the earth itself. We are not able to flee 

to shelter. Space technology is not yet so advanced as to be of help, and it will not 

be in the near or even distant future. Ultimately, we are on our own. Let us see how 

we manage.

 I do not feel able to formulate a vision of the future. The future is too 

‘foggy’ for me because of these serious global issues. Finding solutions for coming 

generations is only possible by our own effort and through legitimate and earnest 

cooperation.  It is less important in which area one starts. And therefore, my journey 

does not have an end. This journey will soon be finished for me personally but not 

for humankind. Let’s continue doing something and let us each deliver our own 

individual contribution to the greater good. 
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Crossing Borders:
the Transmigration and Transplantation 

of the Philippine Kulintang Music 
outside Mindanao
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Abstract

 In this essay, I describe the transition of Mindanao kulintang music from 

a local tradition to a musical artform emblematic of Philippine ethnic and cultural 

identity among practitioners outside Mindanao.  I will look at two parallel streams 

of the transplantation of this music: one, to the academic centers in Manila and the 

other, to the Filipino migrant communities in the West coast of North America.  In 

particular, I will discuss the contribution of ethnomusicologists as facilitators of 

this transplantation as well as that of culture bearers who transitioned to careers as 

teachers of the music to non-Mindanaon students.   

Keywords: Kulintang, ethnomusicology, pedagogy

 Kulintang refers to the horizontal gong row composed of tuned kettles 

found in the Southern Philippines as well as in Borneo, Sumatra and Sulawesi. 

In Mindanao, the Maguindanao and Maranaw versions, which today are the 

most popular of the Philippine types, consist of eight gongs. Alternately, the term 

kulintang is used to refer to the ensemble comprised of the kulintang as the main 

melodic instrument along with a pair of agung (large hanging gongs), two pairs 

of gandingan (narrow rimmed gongs), the babandil (small hanging gong) and the 

dabakan (single headed drum) (Kalanduyan, 1996).
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 While the Mindanao kulintang is often associated with Muslim populations, 

the tradition predates the coming of Islam to the islands.  The music continued 

to flourish in the Islamic minority communities in Southern Philippines but has 

vanished in the Christianized majority of the country with the coming of Spanish 

colonial forces starting in the 16th century until the late 19th century (Cadar, 1996). 

As the tradition is practiced in Mindanao, kulintang music is associated with 

prestigious celebrations such as weddings and circumcision rites, as well as for daily 

entertainment and leisure.  Kulintang performers gain prestige in the community by 

engaging in competitions held in these public celebrations where the best musicians 

are named for their skill in various playing techniques as well as stamina (Kalanduyan 

1996: i12-14). Apart from these secular contexts, kulintang, music is employed in 

non-Islamic healing rituals called pagipat that involve trance (Maceda 1984). 

 Kulintang repertoire is based on named rhythmic modes with their 

characteristic rhythmic patterns and melodic formulae which act as frameworks for 

improvisation during performance. The Maguindanao practice divides the repertory 

into two styles – the older a minuna and the newer, and generally faster modes 

called a bagu (Liao 2013:5). The transmission of these repertories is by oral and 

informal means, and aspiring musicians learn by observation and participation. 

 Virtually extinct in the Christianized populations of the Philippines, interest 

in indigenous music and dances began among academics fueled by nationalism in 

the years prior to the Second World War.  Under the auspices of the University of the 

Philippines President Jorge Bacobo, a team of researchers from the University of 

the Philippines led by Francisca Reyes Aquino embarked on field documentation of 

songs and dances in various provinces in the country. This enterprise resulted in the 

publication of Aquino’s Philippine Folk Dances and Games (1935) and Philippine 

National Dances (1946). Perhaps even more significant, Aquino established the UP 

Folk Song and Dance Club which performed the music and dances from the data 

she collected in the field.
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 Following Aquino’s model of field data gathering and development of 

performance repertoire, Helena Benitez established the Bayanihan Dance Company at 

the Philippine Women’s University in 1957.  Based on the research and creative work 

of Lucresia Kasilag, Lucresia Reyes Urtula and Isabel Santos, the troupe developed 

orientalist versions of the music and dances they gathered in the field. Just a year after its 

establishment, the Bayanihan debuted at the 1958 Brussels World Fair at the request of 

none other than Philippine President Ramon Magsaysay. After an enthusiastic reception 

at Brussels, the troupe embarked on a tour of 39 cities in North America in the following 

year, even appearing on the popular Ed Sullivan show (Terada 2012: 84). This marked 

the first time that kulintang music, part of the troupe’s Muslim Suite, would be introduced 

to Filipinos in the US.  In the years to come, Philippine folkloric groups modeled after 

the Bayanihan would sprout all over the US in areas with huge Filipino populations 

such as California and Hawaii.  Younger Filipino Americans would adopt the kulintang 

along with the baybayin (ancient Tagalog script) and kali (a Filipino form of martial art 

using sticks) as emblems of identity.  

The Era of Philippine Ethnomusicology

 By the 1960s, kulintang music would pique the interest of a new breed of 

Filipino academics apart from the dance folklorists: the ethnomusicologists. Jose 

Maceda, who would embark on the pioneering systematic survey of Philippine music 

in the 1950s at the University of the Philippines, had a particular interest in kulintang 

music (Dioquino 1982: 131). In 1963, he wrote his PhD Dissertation at the UCLA 

titled Music of the Maguindanaon in the Philippines wherein he devoted an entire 

section on the kulintang. Maceda chaired what was then known as the Department 

of Asian Music at the UP College of Music (subsequently named the Department 

of Music Research and presently the Department of Musicology). Under Maceda’s 

helm, the department would build what is until today the largest archival collection 

of Philippine music which made possible the in-depth study by various scholars. 

With the intention of disseminating research data to a wide range of readers which 

included school teachers, professionals and students, the department published a 

journal in Filipino. Later, these publications would be complemented by a number 

of recordings of traditional music, including Ang Kulintang sa Mindanao at Sulu 

(The Music of Kulintang in Mindanao and Sulu), a double LP released in 1977.  
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 Apart from research, the mandate of UP’s Department of Asian Music 

was instruction. The department handled graduate seminars and undergraduate 

courses in musicology and ethnomusicology as well as performance classes on 

Asian instruments for music majors specializing in Western music. For this task, 

Maceda recruited instructors in Chinese Nan Kuan music, Indian sitar, Javanese 

gamelan, Kalinga music and Maguindanao kulintang. Whenever possible, he 

made sure that the instructors were natives of these music cultures. In 1968, he 

recruited Aga Mayo Butocan, a native of Maguindanao who was then finishing 

her undergraduate studies in Education in Manila (Liao 2013: 20).  Butocan would 

remain teaching kulintang at UP until the present and would be solely responsible 

for developing a method of teaching kulintang performance to non-Mindanaon 

students and institutionalizing the pedagogy of kulintang in the university. I will 

return to discuss Butocan later in this essay.

 Apart from Jose Maceda, other ethnomusicologists will pave the way for 

the migration of kulintang outside Mindanao. After concluding film documentation 

of music and dances in various parts of the Philippines in 1966, Robert Garfias 

returned to the University of Washington and proposed the establishment of a 

kulintang program at the Department of Ethnomusicology. For this, he invited 

Usopay Hamdag Cadar, an expert dabakan player who comes from a lineage of 

Maranaw musicians whom he met while doing fieldwork in Mindanao. Cadar 

began teaching at UW in 1968, marking the introduction of Maranaw kulintang on 

American soil.  He would later earn his MA in the same university with the thesis 

titled The Maranao Kolintang Music: An Analysis of the Instruments, Musical 

Organization, Ethnologies, and Historical Documents (1971).

 Cadar would be followed in 1976 by Maguindanaon kulintang expert 

Danongan Kalanduyan as an artist in residence at the University of Washington 

through a Rockefeller grant. Kalanduyan would spend eight years of residency 

before completing his MA in Ethnomusicology in 1984.  During their stay at the 

university, Cadar and Kalanduyan taught kulintang music mostly to non-Filipino 

graduate students in ethnomusicology, establishing as well an ensemble that 

specialized in Maranaw and Maguindanao tradition. They emphasized teaching the 

music “in the traditional way, without the use of notation or scores, emphasizing 
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the rudiments of memory and the rigors of repetition, because kulintang is strictly 

an oral tradition” (Cadar 1996: 133). 

 Later in the 1980s and upon the completion of their graduate studies, 

Cadar and Kalanduyan began to shift their focus from teaching non-Filipinos in 

the academic setting to various community-based Filipino-American performing 

organizations in different parts of the US.   Among these groups were the Kalilang 

Kulintang Ensemble Inc based in San Francisco, the Tavahika Workshop Inc, later 

known as the Amauan Workshop Inc. In New York City, the Kulintang Arts, Inc, 

also in San Francisco, and the World Kulintang Institute and Research Studies in 

Los Angeles (Cadar 1996: 136-138).  Cadar speaks of his decision to pursue the 

idea of community outreach among Filipino Americans:   

 My hope was that Filipinos living in America would be receptive, aspiring, 

and teachable. Part of the challenge was to find such people in the different 

communities to share this musical heritage with. The ultimate goal seemed to be 

the integral enrichment of whatever tradition was being passed from one generation 

to the next.  (Cadar 1996: 133)

 

 The article from 1996 quoted above reveals the challenges that Cadar 

and Kalanduyan faced in their engagement with Filipino American community 

organizations. Without the structure and rigor that the academic environment 

afforded them, they often experienced difficulty in bridging differences in artistic 

orientation and at times even felt exploited. In 1995, Danongan Kalanduyan received 

the prestigious National Heritage Fellow from the National Endowment for the Arts. 

After his passing in 2016, his students such as Bernard Ellorin continue to actively 

perform with various Filipino-American community troupes and university students 

as well.  Usopay Cadar on the other hand maintains an active academic career in 

teaching and research, having recently completed a film documentary about the 

Philippine kulintang produced by the National Museum of Ethnology in Japan 

(Terada 2013). For this project, Cadar partnered with another ethnomusicologist, 

Yoshitaka Terada, who was a former member of Cadar’s kulintang ensemble at the 

University of Washington.
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 Another ethnomusicologist who contributed towards the popularity of 

kulintang is Filipino-American Ricardo Trimillos who wrote his PhD dissertation 

entitled Tradition and Repertoire in the Cultivated Music of the Tausug of Sulu, 

Philippines in 1972.  Trimillos established a Philippine music program at the 

University of Hawaii which included kulintang music. He would maintain a close 

working relationship with several performing groups within Honolulu’s Filipino 

population. His greatest contribution perhaps is in the dissemination of knowledge 

about kulintang and Philippine music in general in the academe as a scholar, and, as 

a teacher, in the raising of a younger generation of ethnomusicologists who would 

pursue Philippine music studies. Among them is Bernard Ellorin, a former member 

of Kalanduyan’s ensemble in California who wrote his MA Thesis entitled Variants 

of kulintangan performance as a major influence of musical identity among the 

Sama in Tawitawi, Philippines in 2008. 

 As mentioned earlier, Bernard Ellorin studied kulintang under Kalanduyan 

as a member of the Samahan Filipino American Performing Arts and Education 

Center based in San Diego California (formerly the Samahan Dance Company). 

With funding from the National Endowment of the Arts, Samahan arranged for 

Kalanduyan, who was based in San Francisco, to visit twice a month to teach 

kulintang. Kalanduyan employed a method that he and Cadar developed while 

teaching at the University of Washington where pieces are cut up into melodic 

fragments and taught by rote, one fragment at a time until these are committed to 

memory by the students. At the Samahan, Ellorin was among five students in the 

training sessions that lasted an hour to 90 minutes. Kalanduyan would play the 

melodic fragments in the kulintang and these would be repeated by the students using 

the saronay, a smaller instrument normally used by children in place of the larger 

kulintang. Kalanduyan would emphasize mastery and rhythmic precision before the 

students play on the regular kulintang and move on to the other instruments of the 

ensemble). This is the same method that Kalanduyan used in teaching classes with 

as many as 25 students when he taught at the San Francisco State University. 

 The first piece that Kalanduyan would teach beginners was Kaditagaunan, 

a piece about two sisters setting out to plant sweet potatoes.  This was followed by 

Sinulog a Kamamatuan (Sinulog in the Old Style), a piece that Kalanduyan learned 
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from his mother. These lessons were interspersed with lots of storytelling about 

his childhood and life in Datu Piang. On several occasions, Kalanduyan organized 

visits to Mindanao with his students, which in turn encouraged local youth in Datu 

Piang to value their kulintang tradition even more. 

Aga Mayo Butocan

 In 1968, Aga Mayo Butocan was in her last year as a BS Education student at 

Arellano University in Manila when she was told that there was someone searching 

for a kulintang musician (Liao 2013:20). That someone was Jose Maceda at the 

UP College of Music who had just established a kulintang program there but was 

in urgent need of an instructor because the person he previously hired quit the job 

after a semester. Surprised that there was even such an occupation as a kulintang 

instructor, Butocan decided to accept the offer to teach at UP, thinking to herself 

that this would be a temporary arrangement to support herself while waiting for 

a scholarship application to be approved. She ended up staying in the institution 

for over 50 years, in the process institutionalizing kulintang instruction in UP, and 

training hundreds of students in the art of kulintang.  

 Born in a family of coconut farmers in Simuay Maguindanao, South Cotabato 

in 1945, Butocan became proficient in kulintang performance at an early age for 

sheer love of the music (Liao 2013:15-17). She learned by observing the experts 

perform and trying out the passages she heard at home in the sarunay (miniature 

kulintang) since her family did not own a full-sized instrument at that time. In her 

early teen years, she joined her male cousins in all night impromptu music making 

as well as in public celebrations as often as she could.  In short, she learned the 

way every Maguindanaon kulintang musician did – via oral tradition in informal 

transmission settings.

 While Butocan considered herself as highly competent in performing 

kulintang music in her hometown and among her people, she was at a loss as 

to how to proceed with her new position as lecturer in kulintang in the nation’s 

premier university. After all, there is a vast difference between performing music 

within a tradition and teaching this music to outsiders, not to mention that these 
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outsiders were music majors and some even music professors. It was precisely this 

engagement with cultural outsiders that forced her to look deeper into the practice 

inscribed by culture in her mind and body and translate this in transmissible terms 

to her students.   

 

One of the foremost challenges that faced the young kulintang instructor was the 

rigidity of the academic setting. Butocan taught her students once a week for thirty 

minutes each session. She realized that when she met the students after a week, they 

had already forgotten the lesson from the previous session and that they needed to 

start over again.  Her students also kept asking her how to practice on their own 

during the week – the way they deal with their instrumental majors at the college.  

It was in her second year of teaching in UP that Butocan decided that a form of 

transcription would be the best solution to the situation and so she began to devise 

her own kulintang notation using numbers. The existence of pieces written on paper 

allowed the students to approach the study of kulintang in the manner they were 

used to: through literacy.

 

Figure 1 Early version of kulintang notation by Aga Mayo Butocan  

(Liao 2013, with permission)

 Over the years, and with the help of her colleagues at the college, Butocan 

would refine her kulintang notation. In particular, two ethnomusicologists returning 

from their studies abroad would influence her highly: Felicidad Prudente and 

Kristina Benitez. These same individuals would facilitate the publication of 

Butocan’s anthology of pieces for kulintang entitled  Palabunibunyan: a repertoire 

of musical pieces for the Maguindanaon kulintangan (Butocan, 1987).
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Figure 2 A page of the manuscript prepared by Aga Mayo Butocan  

for the Palabunibunyan (Liao 2013, with permission).

 The publication proved invaluable in providing a textbook, not only for 

the students in UP but also at the Philippine Women’s University and at the Asian 

Institute of Liturgy in Music where Butocan also taught. After graduation, her 

students in turn, used the same book in teaching their own students. Butocan’s 

Palabunibunyan has become a canon of sorts for the study of kulintang.

 It was not however just putting the music on paper that Butocan had to 

accomplish in her role as kulintang instructor. She needed to examine the way she 

held the mallets, the manner she hit the gongs, the way she stretched her arms as 

she played and even the playing posture that she assumes as a performer – matters 

that nobody taught her but that she imbibed naturally in the traditional oral setting 

of learning the instrument. She had to find words to describe the ideal sound 

when students ask her such questions. In short, she needed to verbalize and codify 

performance techniques. Furthermore, she needed to be able to respond to their 

queries regarding the music’s function, context and meaning.  
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 While her evolving classroom method, including the use of notation 

proved to be very efficient in introducing kulintang music to beginning students, 

Butocan later felt the need to challenge the more advanced students towards the 

finer nuances of the tradition, in particular, the area of improvisation.  She would 

emphasize to these students that the scores are mere starting points for impromptu 

composition. Towards her mature years as a teacher and with more command of her 

teaching space and schedule, she allowed room for flexibility in the classroom such 

as allowing other students to observe and even participate outside their own time 

slots. She did this to approximate the social setting of the impromptu sessions she 

experienced when she was learning the kulintang as a young child. 

 Today, Butocan has retired from her post at the university but continues to 

teach there on a part time basis. Her former students, now instructors at the same 

college, continue the program she guided through the years. She is also now in 

the process of preparing the manuscript for another anthology, this time including 

advanced pieces as well as instructions on specific performance techniques.

Conclusion

 After more than eight decades of its re-introduction to non-Mindanaon 

Filipinos in Manila and in the US, kulintang music is thriving in its new environments. 

Both these streams, Manila and the US, have been facilitated by academics: in 

Manila by the ethnomusicologist Jose Maceda at the University of the Philippines 

and in the US East Coast by his colleague, the ethnomusicologist, Robert Garfias at 

the University of Washington. Maceda and Garfias followed the template set before 

them by their seniors in the discipline, such as Mantle Hood, of placing research 

side by side with instruction in the performance of non-Western musics (Hood 

1960). The successful implementation of the latter called for the employment of 

culture bearers – Usopay Cadar and Danongan Kalanduyan in the US and Aga 

Mayo Butocan in Manila.  In the US, Cadar and Kalanduyan began transmission 

of the tradition in the academic setting but later on, because of a strong demand, 

began engaging community-based performing groups among the Filipino-American 

populace. As a result, kulintang groups of various artistic persuasions ranging from 
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the traditional such as Ellorin’s Pakaraguian Ensemble to the experimental like Ron 

Quesada’s kulintronica which combine kulintang rhythms and electronic dance 

music (edm) proliferate all over the continent. 

 Butocan concentrated on teaching college students and in the process 

institutionalizing kulintang instruction in the academe.  She would inspire academe-

based composers like the National Artist Ramon Santos to compose kulintang 

derived music such as his Klntang for piano solo (1982), as well as independent 

kulintang artist Tusa Montes, a former student of Butocan and currently a lecturer 

in UP. More importantly, Butocan has taught hundreds of students many of whom 

ended up as music teachers in elementary and high school, applying her method in 

their own classrooms. 

 Finally, the unprecedented shift to the virtual platform propelled by 

Covid 19 is bridging this divide between North American and Philippine based 

kulintang enthusiasts. The Tao Foundation for Culture and the Arts headed by 

ethnomusicologist Grace Nono has organized online courses on Maguindanao music 

and dance, featuring teachers and facilitators from both hemispheres for Philippine, 

American and Canadian dancers and musicians.  The album Kulintang Kultura: 

Danongan Kalanduyan and Gong Music of the Philippine Diaspora (Smithsonian 

Folkways Recordings, 2021) co-produced by Theodore S. Gonzalves and Mary 

Talusan Lacanlale, was also launched and continues to be promoted online.  Add 

to these are the countless independent videos posted in YouTube by kulintang 

musicians from Mindanao accessible to kulintang aficionados everywhere.
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Research, A Tool for Training Broad Minded 
Musical Students: Training by Research 

at the Princess Galyani Vadhana Institute of Music

 

Jacques Moreau*

Abstract

 The research process has played an essential role in the development of new 

styles and aesthetics throughout music history in the West. I demonstrate here that 

what we now call “classical music” evolved following the template that philosopher 

Thomas Kuhn describes for scientific research; namely that music evolves through 

a series of disruptions, from one paradigm to another. In recent years, many music 

professionals working in the domain of higher education have identified Artistic 

Research as a potentially fruitful avenue for development, and research-based learning 

is now being implemented in many conservatories at both the undergraduate and 

graduate levels.  Following an overview of the historical importance of the research 

process within Western musical culture, I discuss the place of music research within 

higher music education today and specifically the roles that research has played in 

the development of the Princess Galyani Vadhana Institute of Music (PGVIM) since 

its foundation.

Keywords: conservatoires, research, training by research, higher musical  

education, music

 The Princess Galyani Vadhana Institute of Music (PGVIM) is deeply 

committed to artistic research and social inclusion, two areas that are seen today 

as essential at many European higher music education institutions. Currently, for 

example, the Association of European Conservatoires is leading a project called 
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“Empowering Artists as Makers in Society,” following on the heels of another 

project called “Strengthening Music in Society,” both funded by Creative Europe. 

In a graduation speech at Lyon University for the Administration of higher research 

institutions, I addressed the issue of “The place for research in a Bachelor degree” 

(Moreau 2014). I argued that research should not only be a method taught to doctoral 

students, but also a tool for training bachelor students; something that can empower 

them by helping them to develop their reflective skills. This goal was the basis on 

which the undergraduate curriculum of the Princess Galyani Vadhana Institute of 

Music was built.

 To better explain the place of research in higher music education, I will first 

clarify the role that research played historically within the evolution of Western 

classical music.  I will then provide a brief overview of the changes that occurred 

in music education as the broad ranging education which prevailed before the 19th 

century gave way to a more progressive specialisation after. Moving on from there, I 

will consider the important place that artistic research plays in higher music education 

today and underline the concept of learning by research. Finally, I will examine the 

role this concept plays within the education offered by the Princess Galyani Vadhana 

Institute of music (hereafter, “PGVIM”).

1/ Research in music throughout Western history

 Thomas Kuhn (1922-1996), a philosopher of science, sought to explain 

how scientific research works. In his book The Structure of Scientific Revolutions 

(Kuhn 1962), he argues that science evolves by disruption, through a series of 

paradigm shifts.

 A paradigm is a coherent set of "laws, theories, applications and experimental 

devices" that provides "models that give rise to particular research traditions" (Kuhn 

1962). A new paradigm rejects a previous one only when the new theories it poses 

are able to replace the old ones. Thus, a paradigm is necessarily part of a tradition, 

a lineage, whose epistemology will make it possible to analyse the factors that have 

influenced the views of scientists.
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 Once the new paradigm has set a new conceptual base, scientists develop 

new knowledge solidly based on this theoretical starting point to which they adhere, 

a process that Kuhn calls normal science: “The transition from a paradigm in 

crisis to a new one from which a new tradition of normal science can emerge is far 

from a cumulative process, one achieved by an articulation or extension of the old 

paradigm” (Kuhn 1962, 84). Through that process, scientists will then endeavour to 

put theory into practice, and thus utilize the conceptual advances of this paradigm. 

The aim of research based on this is not to create something new. As Kuhn argues, 

“the emergence of new theories is generally preceded by a period of pronounced 

professional insecurity” (Kuhn 1962, 67). The aim is rather to increase the scope 

and precision of the application of paradigms. In this work, the scientist needs to 

question what puzzle he or she is trying to solve. In doing so, such a scientist has to 

have "the conviction that, if only he is skillful enough, he will succeed in solving 

a puzzle that no one before has solved, or solved so well" (Kuhn 1962, 38). To do 

this, it will be necessary to determine a method, and even to design new machines 

and techniques to make it possible to achieve and demonstrate the predictions posed 

by the paradigm. During this research phase, there will be successes that confirm 

the paradigm, but also failures showing its limitations in both the theoretical and 

experimental field. Adjustments to the paradigm will be possible, but they will not 

call into question its correctness. This evolution of normal science will necessarily 

lead, at some point, to a failure, which will require the development of new theories 

whose importance will call into question the initial paradigm.

 Through the history of Western “classical” music, we can find many examples 

of this kind of process. 

How music composition evolved

 In medieval times, scholarly music principles were based on the Greek 

system that Boethius (470-524 AD) expressed in his treatise De Institutione Musica 

published at the beginning of the 6th century. This was the first established music 

treatise of our time in the West. 
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 The scholarly tradition was essentially passed over through Roman liturgical 

chant. Those chants, practiced by monks in monasteries, were based on the ancient Greek 

modes. These morphed into the Gregorian sacred chants practiced all over Christian 

countries in the 8th century.  From there, innovations gradually appeared, leading to one 

of the most important changes of paradigm at that time. Guido d’Arezzo (992-1050 AD), 

published the treatise Micrologus de arte musica in the beginning of 11th century, in which 

he developed innovative forms of notation and established the Latin system for naming 

musical notes (do, re, mi, fa, …), which is still in use today. At the same time, the Plain 

chant practiced by the monks saw parallel melodic lines progressively added.

 A change of paradigm appeared at the end of the 12th century, due principally 

to the “School of Notre Dame” in Paris. Polifonia appeared, bringing about different 

streams of development. The “Ars nova”, established by a treatise attributed to 

Philippe de Vitry (1291-1361), opposed the “Ars antiqua” establishing the new 

paradigm of polifonia. “Ars nova” lasted until the death of Guillaume de Machaut 

(1300-1377), the most prominent composer of the period.

 Through the Renaissance, polifonia evolved and reached a point where the 

modal system shifted into the tonal system. This was not a real rupture of the kind that 

Kuhn describes, but nonetheless the arrival of this new paradigm of tonality totally 

erased the previous style based on the modal system. That new musical system, that 

still exists today, was formalised by the 18th century by Jean-Philippe Rameau (1683-

1764 AD). In the treatise he published, he established the harmonic principles of that 

new “paradigm”, based on the two poles of the tonic and the dominant (1st and 5th 

note of the scale), and the complementary, or relative, minor and major modes. Those 

principles are still in operation today, in everything from the so-called “classical” 

styles to Blues, and many other musical styles as well. 

 Again, after the definitive establishment of tonality, a “normal science” 

explored all the possibilities of that new paradigm, from the end of the 18th century 

to the beginning of the 20th century. From Mozart to Richard Strauss, passing through 

Ravel and Debussy among many others, composers explored all the possibilities of 

this tonal system, experimenting with complex chords, modulating progressively to 

very distant tonalities and including new pathways within the system. 
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 At the culminating point of this evolution, we reached a point where the sense 

of tonality, in the minds of some composers, lost its structuring role. Some reverted 

back to modality, yet put their own modern spin on its use. Gabriel Fauré, Claude 

Debussy and Maurice Ravel are good examples of this (see, for example, Ma mère 

l’Oye, dance suite initially composed by Maurice Ravel for a piano four hands duet 

in 1910). Some searched further, most notably Arnold Schoenberg (1874-1951 AD), 

who proposed a new paradigm with his “dodecaphonic” system which erased all 

hierarchy among the 12 notes of the chromatic scale. Immediately after, exploring 

this new principle, in a manner analogous to Kuhn’s description of “normal science”, 

Webern proposed an organisation of that “dodecaphonism” through “serialism”, a 

system that ruled the use of those 12 chromatic notes. After him, some composers 

like Pierre Boulez and Olivier Messiaen extended that notion of “series”.

 The last main change of paradigm for music creation was caused by the arrival 

of electricity, a revolution that did not erase the previous systems of music production.  

Electricity made it possible to produce new sounds, new ways of composing with those 

sounds, first with tapes and then with computers. Pierre Schaeffer was one of the pioneering 

actors promoting this change of paradigm. In the 1950s, he created a music research 

laboratory for “concrete” music that initiated the contemporary stream of electronic music. 

That stream led to the creation of research institutions such as IRCAM in France.

An example of an instrument going through two changes of paradigm 

 Laboratories such as IRCAM have played an important role in creating 

new instruments for performing and creating new music. Engineers and composers 

collaborated together to research the possibilities of what could be produced with 

new electronic means: new sounds, systems for computers, electronic instruments 

and ways of amplifying and processing the acoustic instruments. 

 This exchange between composers, performers and instrument makers has 

been ongoing throughout the entire history of music history. The need for composers 

to extend the range of the instruments at their disposal, or that of ensembles to extend 

the performance possibilities in relation to their performance spaces has challenged 

instrument makers to innovate in all eras. 
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  clear example of this can be found within the history of keyboard instruments. 

The cembalo transitioned through various permutations into the piano and then, 

eventually, to the electronic keyboards of today.

 Appearing in the West during the 14th century as a very small instrument, the 

cembalo progressively evolved to meet the demand of the increasing ensembles and 

its important place within high-class society. The length of its structure increased to 

provide a louder sound, its keyboard extended and a second manual was even added. 

It held a very important place in music until the middle of 18th century by which 

time the limitations of its expressive range, as a plucked string instrument, brought 

its popularity to an end. 

 Instrument makers researched ways to build an instrument able to play wider 

dynamics from piano (soft) to forte (loud). The hammer mechanism was invented 

by Bartolomeo Cristofori (1855-1731). That new way of producing sounds from the 

strings of a keyboard instrument took some time to be fully accepted and appreciated. 

But by the middle of the 18th century, it became the new paradigm. Since then, again, 

a “normal science” started to explore the possibilities of that new way of producing 

keyboard sounds.

 An example of the link between the development of the pianoforte and the 

needs of a composer can be found in Ludwig van Beethoven. The composer adapted 

to the new possibilities offered by this new instrument in his sonatas, fully exploiting 

the extended lower and higher range of this larger keyboard as well as its wider 

dynamic range.

 The piano became dominant during the 19th century, having totally eclipsed the 

cembalo. Some additional improvements–the dual exhaust for instance–allowed the 

development of keyboard virtuosity to levels never reached before. This development 

facilitated the emergence of the piano as a soloist instrument in the new industrial 

society. 
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 The arrival of electricity introduced a new paradigm from which a “normal 

science” explored new possibilities but without erasing the former ones. This is quite 

different from what happened to the cembalo when the pianoforte appeared. This 

research based on electricity facilitated the creation of new instruments, new ways 

of producing sounds, and allowed for a considerable extension of the keyboard’s 

possibilities. The keyboard instruments – and not only them – benefited from this 

research, both in terms of the development of electronic instruments and in terms of 

development of “old” acoustic instruments as well. In recent years, musicians and 

instrument builders are researching possible extensions for those “old” instruments 

with systems that combine computer functionality with physical actions on traditional 

instruments.

An example of research driven by music performers: “historically informed” 

performance

 In the 1960s, several prominent musicians took a keen interest in re-examining 

the interpretative approach used for Baroque period repertoire. The most famous 

among this group were Gustav Leonhard and Nikolaus Harnoncourt. Through in-

depth research, including the studying of treatises, instrumental methods and all 

historical documentation available, they searched for evidence of how music was 

performed during the Baroque era. They studied: the state of the instruments, how they 

were played, the use of the bows for string instruments, how music was articulated, 

the pitch at stake, etc. This research led to a reconsideration of the interpretive habits 

that had progressively been adopted through generations of performers playing on 

“modern” instruments. Within that process was the questioning of the "habits of 

the mind" that pointed out the French philosopher Henri Bergson and from which 

Gaston Bachelard, another French philosopher, explained that they were creating 

epistemological obstacles preventing new ideas from arising:

 It is then impossible to make a clean sweep of the common knowledge 

all at once. Faced with reality, what we think we know clearly offends what 

we should know. When it presents itself to scientific culture, the mind is 

never young. It is even very old, because it has the age of its prejudices 

(Bachelard, 1934, 17).
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 The impetus has generated new practices among many performers: research 

on original scores, and deepening understandings of contemporaneous writings 

and treatises. This type of research is still ongoing, joining together inquiries from 

researchers and performers. This work is resulting in a totally new conception of 

the ways in which music composed in earlier periods should be performed. This is 

an excellent illustration of what can be today considered as “artistic research” for 

performers. 

2/ The performer, once upon a time a complete musician

 Throughout history in the West the distinction between composers and 

performers was not as clear as it is now. In today’s Conservatoires, performance forms 

the largest part of education for most students, leaving composing to those few who 

are dedicated to its study exclusively. In the same way, classical performers generally 

leave improvising to the jazz students; rarely trying it out themselves.  In previous 

eras, however, creating music was an essential part of the education of musicians. 

 During the medieval era, for example, monks improvised chants on a cantus 

firmus. During the Renaissance, musicians improvised by “diminishing” their parts 

(adding more notes within the melody) and until well into the 18th century, keyboard 

players were trained to use “partimenti”, a written notation base on which they 

realized improvisations.

 The first conservatoires were created in Napoli at the beginning of the16th 

century. Those first conservatoires provided a musical education to orphans who 

were taught as broad musicians, able to sing, play instruments, improvise, listen to, 

copy music and compose. Using the “Partimento'' practice, the young musicians were 

taught how to improvise and compose: “These works [pedagogical works known 

as partimenti], which progressed from the very simple to the fiendishly difficult, 

were predominantly bass lines to which the student was expected to add upper 

voices or chords in order to create a complete keyboard work. (Gjerdigen 2021, 24); 

“(partimenti), skills that were themselves merely codifications of a living musical 

praxis” (ib.,34); “Long and assiduous training in partimenti and solfeggi could make 

many musicians accomplished, (ib.,452)”; “They constitute the clearest examples of 
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eighteenth-century instruction in large musical forms. Any student who studied and 

internalized a hundred or more partimenti of this scope would have little difficulty in 

fashioning an original work of similar size” (ib.,447). In fact, musicians were taught 

to use all possibilities of their time for creating and performing music.

 During the 19th century, society shifted in response to new industrial practices., 

In music as in much else, specialized workers were needed to maximise efficiency. The 

Paris Conservatoire, created in 1795, became the model for the modern conservatoires. 

Highly professional performers were needed and were prepared to meet those demands 

through preparatory conservatoires that progressively spread all over the country. 

Students were recruited primarily on the basis of their performing skills. Composing 

was the privilege of a happy few. During the second half of the 20th century, in the 

“classical” music world, besides the emerging jazz and pop worlds, the standards for 

performers reached a climax. The average standards of the conservatoires alumni 

became incredibly high. Recordings, international competitions, and recruiting 

processes for orchestras set very high standards, requiring performers to dedicate 

themselves solely to the development of their performing skills. 

 Yet today, another shift is underway. Minds are gradually opening to the 

understanding of the broader needs of today’s musicians. The “historically informed” 

performance stream has encouraged performers to become researchers. Improvisation 

courses are now offered to students at an increasing number of institutions. The 

new need for stage performances has provided avenues for performers to explore 

and build performances integrating other arts or media into their work, and to   new 

technologies for collective performance and creation. As an example, the Lyon 

Conservatoire has recently opened a course called “Artistic Diploma” focusing on 

researching and exploring ways to curate performances with new technologies. This 

course is an example of Artistic research in action.

3/ Artistic research in Music: An institutional shift supported by the Bologna process

 In Europe, in 1999, the ministers of education from 29 European countries 

signed an agreement for higher education called “the Bologna Declaration ''. 

Since then, 48 countries have signed that declaration, including Russia, Ukraine, 
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Armenia, Azerbaïdjan and Kazakhstan. That declaration initiated a process that 

created the European Space for Higher Education, with all countries adopting the 

same educational structure in three levels (Bachelor or undergraduate, Master and 

Doctorate) to facilitate student exchanges and institutional cooperations.

 Within that process, the place of Artistic Research has become increasingly 

important. Artistic Research was defined and the group specified what is proper to 

that research besides academic research (Henk Borgdorff, 2012). The Association of 

European Conservatoires (AEC) played an active role in this process, creating the 

European Platform for Artistic Research (EPARM) and contributing to the recent 

Vienna Declaration on Artistic Research.

 Already the main subject for the Doctorate level, Artistic Research has 

progressively gained a footing at the Master level, where, for an increasing number 

of musical higher education institutions, students are required to develop projects 

implementing a research project on their art. The Royal Conservatoire The Hague 

is one of the most impressive examples of what can be done and what students are 

able to achieve whilst still training for the highest level of performance.

 While becoming well established, this shift in the training of researching 

musicians – performance students training both for their skills in their art at the 

highest possible level and acquiring research competences – needs teachers that 

are ready to broaden their own minds, as this new approach is generally something 

they were not taught themselves as students. This issue is now a challenge at 

many institutions.

 Furthermore, in order to enable master students to achieve research objectives 

in a well-balanced manner alongside their performance development requires 

addressing the development of research competences as early as the undergraduate 

level. For that and for the purpose of developing broadminded students and musicians, 

the concept of “training by/through research” provides a very helpful tool.
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4/ Training by/through research  

 The model of training by/through research, also called “inquiry-based 

learning,” focuses on the process of knowledge construction. Research is not seen as 

necessarily producing new concepts, but as enabling the discovery of new knowledge 

for the student. 

 “Enquiry-Based Learning inspires students to learn for themselves,  

bringing a real research-orientated approach to the subject” says Dr Bill Hutchings, 

professor at Manchester University, which developed a Center for Excellence in 

Enquiry-Based Learning.

 This concept of training provides an environment in which learning takes 

place through a process of inquiry that is dependent on the student. The student 

must identify his or her problems, define his or her own questions, and examine the 

resources he or she needs for conducting research and investigating the chosen topic.

Through this process, the student acquires the necessary knowledge from experience 

and in relation to a problem that is part of his or her reality. This training may therefore 

concern a simple survey or projects of various sizes, up to a research project. This 

educational model implements the principles of inquiry theorised by John Dewey, 

the American philosopher.

 This training includes what is called “Problem-Based Learning (PBL)”, which 

is particularly developed in medical schools. Diana F. Wood explains that in this type 

of training, students start from the problem to define their own learning objectives. 

The objective is not, therefore, to solve the problem posed, but to use the problem 

to acquire knowledge and skills.

 When the same problem is given to all students in a PBL framework within 

the medical field, it is up to the student to identify the problem from which he or she 

will develop research questions. This requires some form of preliminary investigation 

to identify what is problematic. And this is even more important in art schools, also 

for music higher education.
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 This approach relates both to the concept of reflective practitioner developed 

by Donald Schön (Schön, 1984) and the concept of inquiry developed by John Dewey 

(Dewey, 1938). In this approach, the student is the owner of his or her learning. This 

is an ideal educational method for students in the arts where the learning approach 

is very personal. 

 Through this process, the student is led to look at the world, be it the musical 

world or the global world, with a new perspective. Through this process, the student 

is able to initiate new actions addressed to the world. The French author Jean Marie 

Barbier believes that, in general, “all actions of transformation of the world are 

also activities of self-transformation transforming the world” (Barbier, 2008). The 

transformation that research allows therefore begins with that of the individual him 

or herself. This is what this author confirms:

 Research actions presuppose on the part of the subjects who conduct 

them a transformation of their mental frameworks, a transformation likely 

to be invested in the interpretation activities that accompany their actions 

of transformation of the world (Barbier, 2008).

 

 Self-transformation exactly corresponds both to the concept of the German 

Bildung, from which Wilhelm von Humboldt created the Berlin University in the 

beginning of 19th century, and to the concept of self creation developed by the French 

philosopher Henri Bergson, for whom the artist is the one who looks at the world 

differently.

 Both self-transformation and actions on the world are principles at stake 

within the Princess Galyani Vadhana Institute of Music.

5/ As an example of research-based learning: the PGVIM

 Together with social engagement, research was set as a one of the founding 

pillars of the Princess Galyani Vadhana Institute of Music from the start, both at the 

institutional level and for the students at the education level as well.
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 An annual summer symposium was initiated from the very beginning in 

order to explore the relation between music from the West and music from the East, 

and more specifically the music of Southeast Asia. The underlying questions were: 

if the institution trains students in Western classical music, what does it mean? 

What is expected?

 That concern for research also echoed the ongoing reflection in Europe on 

the development of artistic research and the doctoral programs within the Bologna 

process, an example of which is the creation of the Orpheus Institute in Ghent, 

dedicated to doctoral artistic research.

 Artistic research in music covers many areas: moving forward, creating 

new music; historically informed performance, combining musical practice with 

research in music history and performance practice; and also, research on stage 

performance, discovering interdisciplinary links within the arts and through the 

exploration of new technologies.

 Many aspects of music dissemination benefit from those research projects: 

the renewal of performance practices, the outreach to wider audiences, as well as 

the development of new possibilities for modes of social engagement. All of these 

aspects are important to the PGVIM philosophy.

 At the educational level, PGVIM implements in its curriculum a research-

based learning or “training by research” philosophy. Through inquiry-based projects, 

students apply a research methodology that brings them to experience new fields and 

new concepts. Through this process, they build upon their knowledge and improve 

their skills, developing autonomous learning as they become reflexive practitioners 

and owners of their learning. 

 Within the undergraduate curriculum, the “Recital project” constitutes a 

strong path of artistic research-based learning through inquiries, creation of projects 

and reflective practices. Within that stream inside the curriculum, students are able 

to reflect on what they learn and perform, and are able to create and improvise. This 

“Recital project” culminates in the third and fourth year, when the students present 
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the outcome of their process as part of their junior and graduation recitals. All through 

this process, students benefit from strong support from faculty mentors.

 These projects are not conceived as exercises for applying concepts learned 

in class, but as opportunities for involving the students in experiences that allow 

them to build fundamental knowledge and skills; inquiring on subjects they are 

personally interested in, related to their musical interests. Benefiting from the full 

support of the teachers responsible for this stream at the core of the curriculum, the 

students are able to follow adapted research methodologies: each step of the project 

or the inquiry is built and carried out in stages, each of which is presented, discussed, 

and evaluated in turn. Thanks to these projects, students are able to build links with 

technology–musical technology, and visual arts technology–and to create musical 

productions, sometimes mixing electronic music with traditional performance. 

 Through that process at the core of the education delivered by the institution, 

students are trained in a manner somewhat similar to those who studied in the first 

Napolitan conservatoires: using all means of inquiry available at the time to create 

and perform music. This kind of approach prepares students for the future of music 

performance in a world where societal needs are in flux and must be faced by 

musicians. For that, they need high standards of performance skills, creative skills, 

the ability to reflect on their actions, and the ability to respond to societal demands. 

Conclusion

 Within the AEC, there is now an ongoing discussion regarding innovative 

learning and teaching practices. This discussion is even more relevant today when 

artistic research holds such a strong position within so many institutions.

 An artist is naturally a searcher. But in Western classical music performance, 

the last decades have produced specialised performers more trained to highly 

reproduce notated scores than to be creative artists. In this context, training by research 

is a shift of paradigm, not meant to train researchers but to lead students to recover 

or extend their natural childhood curiosity, explore new and unknown fields, master 

a methodology that allows them to support their ideas, and build new and diverse 
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ways of disseminating music in a highly changing global world. Training by research 

means empowering students to take control of their learning process, giving them 

power to take control of both their future and the future of their art.

 Artistic research and societal outreach, along with the development of high 

performance standards, are currently the main concern of most music Conservatoires. 

The Association of European Conservatoires, after having responded to the need 

for artistic research by creating a dedicated platform for its development, is now 

addressing the issue of societal engagement. Among the institutions that are taking 

up these challenges, the Princess Galyani Institute of Music offers an example of 

how it is possible to engage students in performance, inquiries, and aspects of social 

engagement all at the same time, and for each of these educational goals to support 

and reinforce each other.
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บทคััดย่่อ

	 บทความนี้้�นี้ำเสนี้อการศึึกษาส่วนี้แรกของโครงการวิจััยสร้างสรรค์	“ศึิลปะเส้ยงมนุี้ษย์:	

กายภาพ	ความหมาย	และอัตลักษณ์์”	ซึ่ึ�งเป็นี้การศึึกษาพ้�นี้ฐานี้ของเส้ยงมนีุ้ษย์ในี้	2	ด้้านี้ได้้แก่	

ได้้แก่	ก)	ลักษณ์ะทางกายภาพของเส้ยงในี้ฐานี้ะคล้�นี้	ข)	ความสัมพันี้ธ์์ระหว่างเส้ยงกับขนี้าด้พ้�นี้ท้�

ภายในี้ร่างกาย	หลังจัากนี้ั�นี้กลุ่มผู้้้วิจััยจัึงปรับประยุกต์ข้อม้ลมาใช้้ในี้การสร้างสรรค์ผู้ลงานี้ศึิลปะ

เส้ยงปฏิิสัมพันี้ธ์์	โด้ยม้วัตถุุประสงค์เพ้�อสร้างการตระหนี้ักร้้ของการม้อย้่ของเส้ยงมนีุ้ษย์	พร้อมกับ

เป็นี้การเปิด้ทางให้เส้ยงมนีุ้ษย์สามารถุเป็นี้เร้�องในี้วงการทัศึนี้ศึิลป์ร่วมสมัยของไทย

	 ภทัรพงศึ	์ศึรป้ญัญา	ได้ศ้ึกึษาลกัษณ์ะทางกายภาพของเส้ยงในี้ฐานี้ะคล้�นี้	และเปล้�ยนี้คล้�นี้

เสย้งพด้้ของผู้้ช้้มให้เปน็ี้ภาพเคล้�อนี้ไหวแบบเร้ยลไทมใ์นี้	พููดกัับฉัันสิิ	(2560)	โด้ยการวเิคราะหเ์ส้ยง

ด้้วยเทคนี้ิค	Fast	Fourier	Transform	Algorithm	และการใช้้	MAX	MSP	และ	Processing	ในี้

การแสด้งผู้ลการวเิคราะหย์า่นี้ความถุ้�ใหก้ลายเปน็ี้ภาพกราฟฟกิ	เตยงาม	คปุตะบตุร	ได้ศ้ึกึษาความ

สมัพนัี้ธ์ร์ะหวา่งเสย้งกบัขนี้าด้พ้�นี้ท้�ภายในี้รา่งกายเพ้�อสรา้ง	ร่า่งกัาย่กังัวาน	(2560)	ผู้ลงานี้นี้ำเสนี้อ

กลอ่งลำโพงในี้ฐานี้ะภาพตวัแทนี้ของพ้�นี้ท้�ภายในี้รา่งกายท้�มข้นี้าด้และความสลบัซึ่บัซึ่อ้นี้ท้�แตกตา่ง

กนัี้	เสย้งของผู้้ช้้มถุก้เล่นี้ในี้กล่องเหล่านี้้�	ผู้้ช้้มได้พิ้นี้จิัลักษณ์ะการสะท้อนี้	และความก้องกังวานี้ของ

เสย้งตัวเอง	ระบบของผู้ลงานี้ทั�งค้ถุ่ก้ทำให้เช้้�อมต่อกันี้	ผู้้ช้้มพด้้ท้�ไมโครโฟนี้ในี้ผู้ลงานี้	พูดูกัับฉััน	เพ้�อ

ช้มภาพเคล้�อนี้ไหว	โด้ยท้�ไมท่ราบวา่เปน็ี้การบนัี้ทึกเส้ยงไปในี้ตวั	หลังจัากนี้ั�นี้จึังได้้ยนิี้เส้ยงของตวัเอง

ในี้	ร่า่งกัาย่กังัวาน ผู้ลงานี้แสด้งผู้ลของการเร้ยนี้ร้้ตามเปา้หมายได้้ครบถุ้วนี้	และยงัได้้เปดิ้ประเด้น็ี้

เร้�องการตระหนี้ักร้้ถุึงอัตลักษณ์์ของเส้ยงของผู้้้ช้ม	สำหรับการพัฒนี้าและสร้างสรรค์ในี้ขั�นี้ต่อไป

*	 อาจัารย์	ด้ร.	คณ์ะจัิตรกรรม	ประติมากรรม	และภาพพิมพ์	มหาวิทยาลัยศึิลปากร,	toeingam@gmail.com
**		 ศึิลปินี้และนี้ักด้นี้ตร้ทด้ลองอิสระ,	pattarapong.sr@gmail.com
	 Received	30/03/22,	Revised	21/04/22,	Accepted	26/04/22

กัาร่สิร่้างสิร่ร่คั์ศิิลปะเสิีย่งปฏิิสิัมพูันธ์์: กัาร่สิร่้างสิร่ร่คั์ศิิลปะเสิีย่งปฏิิสิัมพูันธ์์: 
‘พููดกัับฉัันสิิ’ และ ‘ร่่างกัาย่กัังวาน’‘พููดกัับฉัันสิิ’ และ ‘ร่่างกัาย่กัังวาน’

Interactive Sound Art: 
‘Talk to Me’ and ‘Body Echo’

 

เตย่งาม คัุปตะบุตร่* และ ภัทร่พูงศิ์ ศิร่ีปัญญา**

Toeingam Gupabutra and Pattarapong Sripanya



61

คัำสิำคััญ:		ศึิลปะเส้ยงปฏิิสัมพันี้ธ์์	เส้ยงมนีุ้ษย์	ทัศึนี้ศึิลป์	ด้นี้ตร้ทด้ลอง

Abstract

 This article presents the first part of the practice-based research project 

entitled ‘The Art of Human Voice: Physicality, Meaning, and Identity’. We designed a 

preliminary investigation focusing on two aspects of voice: a) voice wave b) a relation 

between voice and spatial size inside the human body. We applied the investigation to 

the creation of interactive sound art that aims to raise awareness of the human voice 

and to introduce the voice as a subject of focus in Thai contemporary visual art.

Pattarapong Sripanya explored voice wave in order to transform the 

audience’s voice wave to real-time moving image for Talk to Me (2018) by analyzing 

the voice with Fast Fourier Transform Algorithm, and then using Max MSP and 

Processing to transform the vocal analysis into moving graphic images. Toeingam 

Guptabutra studied a relation between voice and spatial size inside the human body 

in order to create Body Echo (2018). Speakers of different size and complexity were 

used to represent spatial locations inside the human body. The audience’s voices were 

played by these speakers. Audience members were able to listen to his/her different 

characteristics of pitches and reverberations. 

The systems of these two sound pieces were joined. Audience members 

spoke at a microphone in Talk to Me not knowing that his/her voice was recorded, 

then listened to the record played in Body Echo.  The complimentary sound pieces 

meet our learning objectives and open up new issues relating to “voice identity,” 

which will be explored in the next research phase.

Keywords: interactive sound art, human voice, visual art, experimental music
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	 มนีุ้ษย์คุ้นี้เคยกับเส้ยงท้�เปล่งออกมาจัากริมฝีีปากเป็นี้อย่างด้้	เห็นี้ได้้จัากการผู้ลิตเส้ยงได้้ 

อย่างง่ายด้ายนัี้บตั�งแต่วนิี้าท้แรกท้�ลม้ตาด้้โลกใบนี้้�	ทารกแรกเกิด้ผู้ลิตเสย้งร้องเพ้�อแสด้งถึุงสัญญาณ์ช้พ้

และสขุภาพท้�ด้	้เม้�อเตบิโตขึ�นี้จันี้สามารถุพ้ด้ได้้	เด้ก็เลก็กแ็ผู้ด้เส้ยงร้องด้งัลั�นี้	นี้้�เป็นี้ปฏิกิริยิาแบบทนัี้ท้

ทนัี้ใด้อันี้แสด้งให้เหน็ี้ว่า	เด้ก็ยงัไม่สามารถุควบคุมอารมณ์์ของตนี้เองได้้1	เด้ก็กจ็ัะเริ�มส้�อสารความคิด้และ

ความร้ส้กึออกมาเป็นี้ประโยคท้�ไม่ซึ่บัซ้ึ่อนี้	เม้�อเตบิโตเป็นี้ผู้้ใ้หญ่แล้วจังึสามารถุคมุอารมณ์์ของตนี้เองได้้

โด้ยสามารถุคดิ้เป็นี้ระบบและส้�อสารด้้วยการพด้้อย่างเป็นี้ระบบได้้มากขึ�นี้		อย่างไรกด็้	้มห้ลาย	ๆ	กรณ์้

ท้�มนี้ษุย์เราไม่ได้้ตั�งใจัจัะสร้างเสย้ง	แต่กผ็ู้ลติเสย้งออกมา	เช่้นี้	เสย้งอทุานี้	เสย้งสะอกึ	เสย้งจัาม	และเสย้ง

ละเมอขณ์ะหลบั	เป็นี้ต้นี้	จัะเหน็ี้ได้้ว่ากจิักรรมการผู้ลติคล้�นี้เสย้งเป็นี้สิ�งท้�ปฏิบิติัอย้ท่กุวนัี้	ไม่มว้นัี้ไหนี้ท้�เรา

จัะไม่ผู้ลติเสย้งและส้�อสารผู่้านี้การพด้้	เสย้งพด้้และเสย้งอ้�นี้	ๆ 	ท้�ร่างกายผู้ลติจึังเป็นี้เร้�องท้�สามญัธ์รรมด้า

	 ตามธ์รรมช้าติแล้วในี้ขณ์ะท้�เราผู้ลิตคล้�นี้เส้ยงออกไป		คล้�นี้เส้ยงนี้ั�นี้ก็เส้�อมสลายไปอย่าง

รวด้เร็วตามเวลาท้�ด้ำเนิี้นี้ไป	แต่ผู้ลลัพธ์์ของการรับร้้กลับไม่ได้้เส้�อมสลายไปเร็วเฉกเช่้นี้คล้�นี้เส้ยง	

ผู้ลลัพธ์์ท้�เกิด้ขึ�นี้กับฝีั�งผู้้้รับม้หลากหลายลักษณ์ะ		สามารถุเป็นี้ผู้ลลัพธ์์ท้�ด้้	จัรรโลงจิัตใจั	ให้กำลัง

ใจั	หร้อเป็นี้ผู้ลลัพธ์์ท้�บั�นี้ทอนี้กำลังใจั	ทำให้เกิด้ความร้้สึกหด้ห้่	และสร้างความเส้ยหายในี้สังคมวง

กว้างได้้จัึงปฏิิเสธ์ไม่ได้้ว่า	เส้ยงพ้ด้เม้�อเกิด้ขึ�นี้ในี้พ้�นี้ท้�สาธ์ารณ์ะโด้ยเฉพาะเม้�อเส้ยงผู้่านี้ส้�อสามารถุ

สง่ผู้ลกระทบต่อการรับร้้ของคนี้ในี้สังคมเป็นี้อย่างมาก	เม้�อเห็นี้ว่าหลาย	ๆ 	ปัญหาในี้สังคมบานี้ปลาย

เพราะเกิด้ขึ�นี้จัากการพ้ด้		ผู้้้วิจััยก็เริ�มกลับมาทบทวนี้ว่าการพ้ด้เป็นี้เร้�องสามัญธ์รรมด้าจัริงหร้อ?	

เส้ยงเป็นี้คล้�นี้ท้�มองไม่เห็นี้	จัับต้องไม่ได้้และไม่สามารถุคงร้ปเด้ิมอย้่ได้้แต่เหตุใด้คล้�นี้เส้ยงนี้ั�นี้จึัง

ทำให้เกิด้ความสับสนี้วุ่นี้วายในี้ทางสังคมได้้	ผู้้้วิจััยจัึงเกิด้คำถุามท้�ว่าเราร้้จัักเส้ยงของเราด้้เพ้ยงไร?	

การศึึกษาเร้�องเส้ยงของมนีุ้ษย์นี้ั�นี้ปรากฏิช้ัด้เจันี้ในี้สายกายวิภาคศึาสตร์	สร้ระวิทยา	ภาษาศึาสตร์	

ด้นี้ตร้	และมานุี้ษยาด้นี้ตร้	แต่สำหรับวงการทัศึนี้ศิึลป์ร่วมสมัยของไทยท้�ผู้้้วิจััยสังกัด้อย้่	 เส้ยงพ้ด้

ของมนีุ้ษย์ ยังไม่เคยเป็นี้เร้�อง	(subject)	สำหรับการศึึกษาและการวิจััยสร้างสรรค์ท้�เป็นี้ระบบ	

	 ศึิลปินี้ม้ทักษะในี้การสร้างร้ปภาพ	ไม่ว่าภาพนี้ั�นี้จัะม้คุณ์สมบัติเป็นี้	2	มิติ	3	มิติ	หร้อ	4	มิติ	

ซึ่ึ�งผู้้ช้้มใช้ผู้้สัสะในี้การการมองเห็นี้เปน็ี้วธิ์ก้ารสำคัญในี้การช้มและเข้าถึุงผู้ลงานี้แสด้งให้เหน็ี้วา่เส้ยง

พ้ด้ไม่ใช้่เร้�องหลักท้�ต้องศึึกษาและรวมไปถุึงว่าศึิลปินี้ไม่ได้้ม้ทักษะในี้การสร้างคล้�นี้เส้ยง	ทั�งนี้้�การ

ศึกึษาทางทัศึนี้ศึลิป์ในี้ระบบการศึกึษาเองก็ไมเ่คยบรรจุัวชิ้าท้�เก้�ยวข้องกบัการสร้างและจััด้การคล้�นี้

เส้ยง	จัากกรณ์้ศึึกษาของ	ศึิลปินี้หญิงช้าวอังกฤษ	Susan	Philipsz	ผู้้้ได้้รับรางวัล	Turner	Prize	

20102	ได้้เปิด้มิติใหม่ของการสร้างสรรค์งานี้ศึิลปะด้้วยคล้�นี้เส้ยงของมนีุ้ษย์	ศึิลปินี้ได้้บันี้ทึกเส้ยง

รอ้งเพลงพ้�นี้บ้านี้ผู้สมผู้สานี้กับเสย้งของตวัศึลิปนิี้ผู่้านี้ลำโพงในี้พ้�นี้ท้�สาธ์ารณ์ะท้�มค้วามเช้้�อมโยงกับ

1	 สินี้ด้้	จัาํเรญินีุ้สติ,	กัาร่ร่้องอาละวาด สิว่นหน่�งของพูฒันากัาร่ที�พูอ่แม่ตอ้งเขา้ใจ,	เขา้ถุึงเม้�อ	27	กมุภาพันี้ธ์์	2565,	เขา้ถุึงจัาก
 https://www.vejthani.com/th/2015/08/ร้องอาละวาด้/
2	 Lena	Corner,	The	art	of	noise:	‘sculptor	in	sound’	Susan	Philipsz,	accessed	on	25	February	2021,	accessed	from		 
 https://www.theguardian.com/artanddesign/2010/nov/14/susan-philipsz-turner-prize-2010-sculptor-in-sound
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บทเพลงทำให้ผู้้้ช้ม	“ฟัง”	นี้�ำเส้ยงและเนี้้�อร้องในี้ขณ์ะท้�ผู้้้ช้มค่อย	ๆ	ร้�อฟ้�นี้ความทรงจัำทางสังคม

และประวัติศึาสตร์ท้�ม้ต่อภาพเม้องท้�ปรากฏิเบ้�องหนี้้า	ทำให้ผู้ลงานี้ศึิลปะเส้ยง	(Sound	Art)	เริ�ม

กลบัมาได้รั้บความนิี้ยมไม่	ดั้งเช่้นี้เทศึกาลทางศิึลปะท้�สำคัญอย่าง	dOCUMENTA3	ประเทศึเยอรมันี้	

และ	Venice	Biennale4	ประเทศึอติาลท้้�นี้ำเสนี้อผู้ลงานี้ศึลิปะเส้ยงได้้รบัคดั้เล้อกใหร่้วมแสด้งด้้วย	

	 ในี้ประเทศึไทย	ศึิลปะเส้ยงเป็นี้ศึิลปะร้ปแบบใหม่ในี้สังคมศึิลปะร่วมสมัย	ท้�เริ�มปรากฏิให้

เห็นี้ในี้ช้่วง	15	ปีท้�ผู้่านี้มาแต่ยังไม่แพร่หลายมากนี้ัก	ผู้้้ท้�ริเริ�มศึิลปะเส้ยงส่วนี้ใหญ่เป็นี้นี้ักด้นี้ตร้เช้ิง

ทด้ลอง	ซึ่ึ�งเป็นี้กลุ่มคนี้ท้�ม้ความร้้และทักษะในี้การสร้างเส้ยงอย้่แล้ว	ม้ศึิลปินี้สายทัศึนี้ศึิลป์จัำนี้วนี้

ค่อนี้ข้างน้ี้อยใช้้เส้ยงมาเป็นี้องค์ประกอบในี้การสร้างสรรค์ผู้ลงานี้	ดั้งตัวอย่างของงานี้สร้างสรรค์

ของ	พัด้ยศึ	พุทธ์เจัริญ	ใช้้เส้ยงด้นี้ตร้ประกอบผู้ลงานี้ภาพพิมพ์ติด้ตั�งในี้นี้ิทรรศึการ	นโมพูุทธ์าย่ะ 

แด่ผูู้้มีพูร่ะภาคัเจ้า	(2552)5	พิณ์ร้	สัณ์พิทักษ์	สร้างผู้ลงานี้ศึิลปะเส้ยงปฏิิสัมพันี้ธ์์	Body Borders: 

Anything Can Break	(2554)	ประกอบไปด้ว้ยลก้บาศึก์ส้�เหล้�ยมและแก้วใสร้ปหน้ี้าอกผู้้้หญิง	ถุก้

ติด้ตั�งเหนี้อ้ศึ้รษะ	เม้�อผู้้้ช้มเดิ้นี้ผู่้านี้เซึ่็นี้เซึ่อร์	เส้ยงด้นี้ตร้จัากลำโพงก็ด้ังขึ�นี้6	สาครินี้ทร์	เคร้ออ่อนี้

ใช้้เส้ยงพ้ด้เป็นี้กลอนี้เปล่าห้าภาษาประกอบผู้ลงานี้ติด้ตั�งในี้	Monument of  Awakening Era 

(2555)7	และสุเมธ์	ยอด้แก้วทำงานี้กับนี้ักด้นี้ตร้ในี้การเล่นี้ด้นี้ตร้แบบด้้นี้สด้	(improvisation)	

ร่วมกับการฉายภาพนี้ามธ์รรรมทาบลงไปบนี้ประติมากรรมในี้	สิุนทรี่ย่ภาพูแห่งสิภาวะอาร่มณ์์ 

(2560)8	เป็นี้ต้นี้	จัากตัวอย่างข้างต้นี้	พอจัะทำให้เห็นี้ว่า	ศึิลปินี้ท้�สนี้ใจัเส้ยงใช้้วิธ์้การทำงานี้ร่วมกับ

นี้ักด้นี้ตร้และผู้้้ประพันี้ธ์์เพลงในี้การสร้างผู้ลงานี้ทัศึนี้ศึิลป์	อย่างไรก็ด้้	ก็พบว่าศึิลปินี้ท้�กล่าวมาข้าง

ต้นี้สร้างสรรค์ผู้ลงานี้ท้�ม้เส้ยงเป็นี้ส่วนี้ประกอบเป็นี้ช้่วงระยะเวลาหนี้ึ�งเท่านี้ั�นี้	

	 เพ้�อเปิด้ทางให้เส้ยงมนีุ้ษย์สามารถุเป็นี้เร้�องสำหรับวงการทัศึนี้ศึิลป์ได้้	 ผู้้้วิจััยจัึงได้้จััด้ทำ

โครงการวิจััยสร้างสรรค์ท้�ม้ช้้�อว่า	“ศึิลปะเส้ยงมนีุ้ษย์:	กายภาพ	ความหมาย	และอัตลักษณ์์”	ได้้รับ

การสนัี้บสนุี้นี้จัากสถุาบันี้วิจััยและพัฒนี้า	มหาวิทยาลัยศิึลปากร	โครงการวิจััยนี้้�มนั้ี้กวิจััย	2	คนี้	ได้้แก่	

นี้ายภัทรพงศึ์	ศึร้ปัญญา	และตัวผู้้้วิจััยเอง		ผู้้้วิจััยตระหนี้ักด้้ว่าการสร้างสรรค์ผู้ลงานี้ด้้วยคล้�นี้เส้ยง

3	 Emmy	Skensved,	Sound	Art	at	dOCUMENTA	 (13)	 ,	accessed	on	25	February	2021,	accessed	 from	 
 https://sound-art-text.com/post/29987294526/sound-art-at-documenta-13
4		 Andrew	Russeth,	At	the	Venice	Biennale,	Worlds	of	Sound,	from	the	Enigmatic	to	the	Violent,	accessed	on	 
	 25	February	2021,	accessed	from	https://www.artnews.com/art-news/market/at-the-venice-biennale-worlds- 
	 of-sound-from-the-enigmatic-to-the-violent-8312/
5	 หอศิึลปร์ว่มสมัยราช้ด้ำเนี้นิี้,	พัด้ยศึ	พุทธ์เจัริญ	Phatyos	Buddhacharoen	รางวัลศึลิปาธ์ร	:	สาขาทศัึนี้ศิึลป,์	เขา้ถุงึเม้�อ	25	กุมภาพนัี้ธ์์	 
	 2565,	เข้าถุึงจัาก	https://www.rcac84.com/artist/พัด้ยศึ-พุทธ์เจัริญ/
6	 SoClaimon,		“Body	Borders”	ศิึลปะภาพลักษณ์ห์ลากมุมมอง,	เขา้ถุงึเม้�อ	25	กุมภาพันี้ธ์	์2565,	เขา้ถุงึจัาก	https://soclaimon. 
	 wordpress.com/2013/12/07/body-borders-ศึิลปะภาพลักษณ์์หลาก
7	 Dave	Stamboulis,	Sakarin	Krueon,	accessed	on	25	February	2021,	accessed	from	https://www.urbanaffairsmagazine. 
	 com/sakarin-krue-art-monkeys-rats-dogs/
8	 สเุมธ์	ยอด้แกว้,	“สนุี้ทรย้ภาพแหง่สภาวะอารมณ์์,”	Veridian	E-Journal,	Silpakorn	University	ฉบบัภาษาไทย	สาขามนี้ษุยศึาสตร์	 
	 สังคมศึาสตร์	และศึิลปะ	ปีท้�	10,	ฉบับท้�	3	(กันี้ยายนี้–ธ์ันี้วาคม,	2560):	2,	824.
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เป็นี้เร้�องท้�เก้�ยวข้องกับทักษะเฉพาะทาง		ด้ังนี้ั�นี้จัึงได้้เช้ิญภัทรพงศึ์ซึ่ึ�งเป็นี้นี้ักด้นี้ตร้สายทด้ลองเข้า

มาร่วมโครงการ	เพ้�อแลกเปล้�ยนี้องค์ความร้้		โครงการวิจััยนี้้�แบ่งการศึกึษาออกเป็นี้	3	ส่วนี้	สำหรับ

บทความวิจััยนี้้�		ผู้้้วิจััยจัะนี้ำเสนี้อกระบวนี้การศึึกษาส่วนี้ท้�	1	เท่านี้ั�นี้	ได้้แก่	การศึึกษาเส้ยงมนีุ้ษย์	

ซึ่ึ�งเก้�ยวข้องกับ	ก)	ลักษณ์ะทางกายภาพของเส้ยงในี้ฐานี้ะคล้�นี้	ข)	ความสัมพันี้ธ์์ระหว่างเส้ยงกับ

ขนี้าด้พ้�นี้ท้�ภายในี้ร่างกาย	การศึกึษาในี้ส่วนี้นี้้�ถุก้ออกแบบมาเพ้�อปพ้้�นี้ฐานี้ทำความเขา้ใจัเส้ยงมนี้ษุย์

สำหรับตัวผู้้ว้จิัยัเองท้�ไม่ได้เ้รย้นี้ร้้การสร้างคล้�นี้เสย้งมาโด้ยตรง			หลงัจัากนี้ั�นี้จึังได้ป้ระยุกต์ใช้ค้วาม

ร้ม้าใช้้ในี้การสรา้งสรรคศ์ึลิปะเสย้ง	โด้ยมว้ตัถุปุระสงคด์้งันี้้�	1.	เพ้�อสรา้งการตระหนี้กัร้ข้องการม้อย้่

ของเสย้งมนุี้ษย์ในี้กลุม่ผู้้ช้้มสายทัศึนี้ศิึลป์โด้ยทำให้สิ�งท้�ไม่สามารถุมองเห็นี้ได้้	กลายเป็นี้สิ�งท้�สามารถุ

สำรวจัได้ผู่้้านี้การมองและการได้ยิ้นี้ร่วมกันี้	และ	2.	เปน็ี้การเปิด้ทางให้เส้ยงมนุี้ษย์สามารถุเป็นี้เร้�อง	

(subject)	ในี้วงการทัศึนี้ศึิลป์ร่วมสมัยได้้		

	 โครงสรา้งของบทความนี้้�ประกอบไปด้้วยการศึกึษาลกัษณ์ะทางกายภาพของเสย้งในี้ฐานี้ะ

คล้�นี้และการปรบัประยกุตใ์ช้ข้อ้มล้มาสรา้งสรรค์ผู้ลงานี้	พด้้กับฉนัี้ส	ิ(2560)	โด้ยภทัรพงศ์ึ	ศึรป้ญัญา	

แสด้งใหเ้ห็นี้ถึุงความสมัพนัี้ธ์ร์ะหวา่งเสย้งและขนี้าด้ของพ้�นี้ท้�ภายในี้รา่งกาย	และการปรบัประยกุต์

ใช้ข้้อมล้มาสร้างสรรค์ผู้ลงานี้	ร่างกายกังวานี้	(2560)	การประเมินี้ผู้ลนิี้ทรรศึการ	การวิเคราะห์	และ

สรุปผู้ลการศึึกษา	ได้้ด้ังต่อไปนี้้�	

กัาร่ศิก่ัษาลกััษณ์ะทางกัาย่ภาพูของเสิยี่งในฐานะคัล่�นและกัาร่ปร่บัปร่ะย่กุัตข้์อมลูมาสิร่า้งสิร่ร่คั์

ผู้ลงาน พููดกัับฉัันสิิ โดย่ภัทร่พูงศิ์ ศิร่ีปัญญา

	 เสย้งมค้ณุ์ลกัษณ์ะ	4	ประการร่วมกนัี้	ได้้แก่	ความถุ้�ของเสย้ง (Frequency)		ความด้งัของเสย้ง	

(Amplitude)		โอเวอร์โทนี้	(Overtone)		และสส้นัี้ของเสย้ง	(Timber)	มร้ายละเอย้ด้พอสงัเขปดั้งนี้้�

 ความถุ้�ของเส้ยง	หมายถุึงระด้ับเส้ยงท้�ม้ความส้งต�ำแตกต่างกันี้	โด้ยจัะวัด้จัากการความ

ยาวของคล้�นี้เส้ยงท้�เกิด้จัากการสั�นี้สะเท้อนี้เกิด้ขึ�นี้9	เป็นี้ร้ปคล้�นี้คล้ายคลึงกับคล้�นี้ในี้ทะเล	ซึ่ึ�งจัะม้

ทั�งขึ�นี้และลง	ในี้การขึ�นี้และลงนี้ั�นี้จัะนี้บัเปน็ี้หนี้ึ�งรอบ	การหาความถุ้�ของเส้ยงนี้ั�นี้จัะมห้นี้ว่ยวดั้เปน็ี้

รอบ	ต่อ	1	วินี้าท้	ยกตัวอย่างเช้่นี้เส้ยง	โนี้้ต	“ลา”	(la)	ท้�ตรงกลางของเปียโนี้	จัะม้การสั�นี้สะเท้อนี้

อย้ท่้�	440	รอบตอ่	1	วินี้าท	้การสั�นี้สะเทอ้นี้	หากความยาวของคล้�นี้เสย้งมม้ากเสย้งกจ็ัะต�ำ	ถุา้ความ

ยาวของคล้�นี้เส้ยงม้นี้้อยเส้ยงก็จัะส้ง	หนี้่วยท้�ใช้้วัด้คล้�นี้เส้ยงค้อ	เฮิิรตซึ่์	(Hz)	

9	 Frederick	Alton	Everest	and	Ken	C	Pohlmann,	Master	Handbook	of	Acoustics,	 	6th	ed.,	 (New	York:	 
	 McGraw-Hill,	2015),	6.
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 ความดั้งของเสย้ง	หรอ้	ความเขม้ขน้ี้ของคล้�นี้เส้ยงเปน็ี้ความส้งของคล้�นี้เส้ยงในี้แนี้วตั�ง	หร้อ

ความเขม้ขน้ี้ของเสย้ง10	โด้ยมห้นี้ว่ยวดั้เปน็ี้เด้ซึ่เิบล	(dB)	ยิ�งความเขม้ขน้ี้ของเสย้งมม้ากเสย้งกจ็ัะด้งั

มาก	แตถุ่า้ความเข็มข้นี้ของเสย้งน้ี้อยเสย้งก็จัะเบา	มนี้ษุย์สามารถุรับร้้เส้ยงท้�มค้วามดั้งในี้ระด้บัของ

ความเข้มข้นี้ตั�งแต่	0	–	120	เด้ซึ่ิเบล	ถุ้าเส้ยงท้�ด้ังมากกว่านี้ั�นี้จัะส่งผู้ลอันี้ตรายต่อห้	ทำให้ห้หนี้วก

ได้้	ซึ่ึ�งความเข้มข้นี้ของเส้ยงท้�ม้ความปลอด้ภัยต่อห้ของมนีุ้ษย์ต้องต�ำกว่า	85	dB	

 โอเวอร์โทนี้	ค้อ	ความคล้�นี้ความถุ้�เส้ยงท้�อย้่ถุัด้ไปจัากความถุ้�ม้ลฐานี้11	โด้ยธ์รรมช้าติเส้ยง

ท้�เกิด้ขึ�นี้จัะม้โอเวอร์โทนี้แฝีงอย้่ในี้เส้ยงหลัก	ยกตัวอย่างเช้่นี้	เส้ยงของเคร้�องด้นี้ตร้ท้�เล่นี้โนี้้ตตัว	โด้	

ถุา้เรานี้ำเสย้งนี้ั�นี้มาวเิคราะหเ์รากจ็ัะเหน็ี้ความถุ้�ท้�เปน็ี้เส้ยงของตวั	โด้	มโ้นี้ต้ตัวอ้�นี้เกดิ้ขึ�นี้ซึ่อ้นี้กนัี้ในี้

ความเข้มข้นี้ของเสย้งท้�นี้อ้ยกว่า	ซึ่ึ�งความถุ้�ท้�เรย้งกันี้นี้ั�นี้เรย้กว่าอนุี้กรมเสย้งฮิาร์มอนิี้ก	(Harmonic	

Series)	ด้ังภาพท้�	1

ภาพูที� 1	อนีุ้กรมฮิาร์มอนี้ิกท้�สัมพันี้ธ์์กับความถุ้�และโนี้้ตด้นี้ตร้

ท้�มา:	Kevin	A	Kozuh,	What	is	the	difference	between	Pitch,	timbre,	tone,	

overtone?	accessed	on	17	November	2017,	accessed	from	 

https://www.quora.com/What-is-the-difference-between-Pitch-timbre-tone-overtone

10	 เร้�องเด้้ยวกันี้,	483.
11	 Siu-Lan	Tan,	Peter	Pfordresher,	and	Rom	Harré,	Psychology	of	Music	 :	From	Sound	to	Significance,	 
	 (London:	Psychology	Press,	2010),	15.
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 ส้สันี้ของเส้ยง	 เป็นี้ตัวท้�บ่งบอกถึุงลักษณ์ะของเส้ยงท้�ม้ความแตกต่างกันี้	จัากลักษณ์ะ

ของเนี้้�อเส้ยงและอนีุ้กรมฮิาร์มอนี้ิก	ท้�ม้ความเข้มข้นี้แตกต่างกันี้12	เช้่นี้	เส้ยงของไวโอลินี้จัะม้อนีุ้

กรมฮิาร์มอนี้ิกท้�ยาวและความเข้มข้นี้ของความถุ้�ท้�ไม่เท่ากันี้	เม้�อเท้ยบกับเส้ยงของเคร้�องลมทอง

เหล้อง	เช้่นี้เด้้ยวกับเส้ยงของมนุี้ษย์ท้�ม้ความเป็นี้เอกลักษณ์์เฉพาะคนี้	อันี้เนี้้�องมาจัากโครงสร้าง

และอวัยวะของร่างกายท้�ม้ขนี้าด้และความแข็งแรงท้�ไม่เท่ากันี้	ส่งผู้ลให้ลักษณ์ะของอนุี้กรมฮิาร์

มอนี้ิกนี้ั�นี้ม้ความเข้มข้นี้ของแต่ละความถุ้�ท้�ไม่เท่ากันี้	จัากเส้ยงของมนีุ้ษย์ซึ่ึ�งจัะเห็นี้เส้ยงท้�เป็นี้

ความถุ้�หลักอย้่ด้่านี้ล่างสุด้แล้วจัะเห็นี้เส้นี้ท้�ม้ลักษณ์ะคล้ายกันี้กับเส้ยงหลักท้�ซึ่้อนี้ไปตามลำดั้บ

เป็นี้อนีุ้กรมฮิาร์มอนี้ิก	ด้ังภาพท้�	2

 

ภาพูที� 2	การวิเคราะห์เส้ยงในี้ร้ปแบบ	spectrogram	จัากเส้ยงของมนีุ้ษย์

	 แนี้วความคิด้ของการสร้างสรรค์ผู้ลงานี้	พููดกัับฉัันสิ	ิเป็นี้การสร้างความตระหนี้ักร้้ในี้เร้�อง

ของการมอ้ย้ข่องคล้�นี้เสย้งท้�มค้วามสลบัซึ่บัซ้ึ่อนี้	โด้ยทำใหเ้ส้ยงซึ่ึ�งเปน็ี้สิ�งท้�มองไมเ่หน็ี้กลายเปน็ี้ภาพ

ท้�สัมผู้ัสได้้จัากการพิจัารณ์าด้้วยการมอง	แต่วิธ์้การท้�กลุ่มผู้้้วิจััยตั�งสมมติฐานี้ในี้การสร้างสรรค์ผู้ล

งานี้	กล่าวค้อ	การใช้้เส้ยงของผู้้้ช้มเป็นี้วัตถุุด้ิบเอง	และการเช้้�อเช้ิญให้ผู้้้ช้มพ้ด้	ผู้้้ช้มจัึงเป็นี้ตัวแปร

ตน้ี้ในี้การสรา้งภาพเคล้�อนี้ไหวท้�แสด้งใหเ้หน็ี้คณุ์สมบติัอนัี้สลับซึ่บัซึ่อ้นี้ของเสย้งซึ่ึ�งเปน็ี้แนี้วคดิ้หลกั

โด้ยจัะทำให้สิ�งท้�จัับต้องไม่ได้้	 เสม้อนี้ไม่ม้ตัวตนี้ให้กลายเป็นี้สิ�งท้�จัับต้องได้้	และสามารถุประเมินี้

คุณ์ค่าทางสายตาได้้โด้ยไม่ต้องอาศึัยชุ้ด้คำอธ์ิบายแบบวิทยาศึาสตร์ติด้ข้างผู้ลงานี้		ภัทรพงศึ์ผู้้้วิจััย

ร่วมได้้เปล้�ยนี้คล้�นี้เส้ยงให้เป็นี้ภาพโด้ยใช้้วิธ์ก้ารวิเคราะห์เส้ยงแบบการแปลงฟ้ร้เยอย่างเร็ว	(Fast	

Fourier	Transform	Algorithm	หร้อ	FFT)	เป็นี้การใช้้หลักการทางคณ์ิตศึาสตร์ท้�นี้ำมาประยุกต์

ใช้้ในี้การทำให้คอมพิวเตอร์ทำการวิเคราะห์เส้ยง	โด้ยท้�คอมพิวเตอร์นี้ั�นี้สามารถุหาค่าความด้ังในี้

แต่ละช้่วงย่านี้ความถุ้�	ณ์	เวลานี้ั�นี้	ๆ	13	ซึ่ึ�งเป็นี้ประโยช้นี้์ต่อการวิเคราะห์ความถุ้�ของเส้ยงพ้ด้	โด้ย

12	 Siu-Lan	Tan,	Peter	Pfordresher,	and	Rom	Harré,	Psychology	of	Music	:	From	Sound	to	Significance,	38.
13	 Ethan	Winer,	 The	Audio	 Expert:	 Everything	You	Need	 to	Know	about	Audio,	 (Burlington,	MA:	 
	 Focal	Press,	2013),	26.
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การแยกคล้�นี้ความถุ้�ออกเปน็ี้ช้ว่ง	ๆ 	จัะทำใหส้ามารถุแบง่แยกความถุ้�ของเสย้งท้�มค้วามสลบัซัึ่บซ้ึ่อนี้

ในี้ขณ์ะท้�เกดิ้ขึ�นี้	ณ์	ช้ว่งเวลาเด้ย้วกนัี้ได้ว้า่	ในี้ขณ์ะนี้ั�นี้คล้�นี้ความถุ้�ใด้บา้งท้�เกดิ้ขึ�นี้	และมค้วามด้งัแค่

ไหนี้		ภาพด้้านี้ล่างแสด้งแกนี้นี้อนี้จัะม้ค่า	20Hz	ไปถุึง	20,000Hz	จัะเป็นี้การไล่ระด้ับจัากความถุ้�

ต�ำ	ไปยังความถุ้�ส้ง	แล้วในี้ภาพจัะเห็นี้ลักษณ์ะของแท่งท้�ถุ้กวางซึ่้อนี้กันี้	แท่งเหล่านี้ั�นี้จัะแสด้งถุึง

การแบ่งช้่วงความถุ้�ของเส้ยงออกเป็นี้ส่วนี้ย่อย	ๆ	ออกไป	ด้ังภาพท้�	3

 

ภาพูที� 3	แสด้งการแบ่งช้่วงความถุ้�ของเส้ยงจัาก	20Hz	ไปจันี้ถุึง	20,00	Hz

	 หลังจัากนัี้�นี้ภัทรพงศ์ึจัึงได้้ศึึกษาโปรแกรม	MAX	MSP	ซึ่ึ�งเป็นี้ซึ่อฟแวร์ท้�ใช้้เข้ยนี้	Visual	

Programming	Language	ซึ่ึ�งจัะเป็นี้การนี้ำคำสั�งต่าง	ๆ	มาต่อพ่วงกันี้	ในี้ลักษณ์ะของกล่องคำสั�ง	

ซึ่ึ�งจัะทำให้ผู้้้ใช้้โปรแกรมท้�ไม่ม้ความร้้ในี้การเข้ยนี้โปรแกรมมาก่อนี้	จัะสามารถุเข้าใจัความเช้้�อม

โยงกันี้ได้จ้ัากการเห็นี้	โด้ยภัทรพงศ์ึได้ใ้ช้โ้ปรแกรมนี้้�เป็นี้เคร้�องมอ้ในี้การวิเคราะห์เส้ยงของผู้้้ช้มผู่้านี้

ไมโครโฟนี้ส่งต่อไปยังโปรแกรม	Processing	เพ้�อแสด้งภาพ	ด้ังแผู้นี้ภ้มิท้�	1

แผู้นภูมิที� 1	ระบบการทำงานี้ท้�แสด้งให้เห็นี้การฉายโปรเจั็คเตอร์	1	เคร้�อง
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	 จัากแผู้นี้ภ้มิท้�	1	แสด้งให้เห็นี้ระบบการทำงานี้ของผู้ลงานี้	พููดกัับฉัันสิิ โด้ยผู้้้ช้มพ้ด้ท้�

ไมโครโฟนี้	คล้�นี้เสย้งถุ้กบันี้ทึกลงในี้คอมพิวเตอร	์	เพ้�อเปล้�ยนี้คล้�นี้เสย้งให้กลายเป็นี้ภาพ	และแสด้ง

ผู้ลบนี้จัอโปรเจัค็เตอรต์ามลำด้บั	ภาพกราฟฟกิเปน็ี้ผู้ลลพัธ์ท์้�เกดิ้จัากการวเิคราะหค์วามถุ้�ของเส้ยง

โด้ยให้หลักการ	FFT	ซึ่ึ�งเป็นี้การวิเคราะห์ย่านี้ความถุ้�หลาย	ๆ	ย่านี้ท้�เกิด้ขึ�นี้พร้อมกันี้ในี้เวลาขณ์ะ

หนี้ึ�ง		ภัทรพงศึ์ได้้ใช้้หลักการวิเคราะห์ด้ังกล่าวโด้ยใช้้โปรแกรมคอมพิวเตอร์มาแปลงย่านี้ความถุ้�ท้�

สลับซึ่ับซึ่้อนี้ให้กลายเป็นี้ภาพกราฟฟิก	โด้ยท้�ย่านี้ความถุ้�แต่ละย่านี้นี้ั�นี้ม้ความถุ้�		และค่าของความ

ด้งัท้�ตา่งกันี้	เสย้งของผู้้ช้้มท้�เดิ้นี้ทางเข้ามากลายมาเป็นี้ตัวแปรต้นี้ในี้การกำหนี้ด้การเคล้�อนี้ไหวของ

ภาพแบบเร้ยลไทม์	ในี้ร้ปแบบของเส้นี้ประ	ด้ังภาพท้�	4	-	7

ภาพูที� 4		ภาพม้ลักษณ์ะเป็นี้เเท่ง	เป็นี้ช้่วงไม่ม้เส้ยงใด้	ๆ	เข้ามา

ภาพูที� 5		ภาพกราฟฟิกในี้ช้่วงท้�ม้เส้ยงต�ำเข้ามา	ปรากฏิเส้นี้ประท้�ด้้านี้บนี้	และม้ส้โทนี้เย็นี้

ภาพูที� 6		ภาพกราฟฟิกในี้ช่้วงท้�มเ้สย้งในี้ย่านี้ความถุ้�กลางเข้ามา	ปรากฏิเส้นี้ประส้โทนี้เยน็ี้ทั�วภาพ
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ภาพูที� 7		ภาพในี้ช้่วงท้�เป็นี้เส้ยงในี้ย่านี้ความถุ้�ส้งและด้ังเข้ามา	ปรากฏิเส้นี้ประส้โทนี้ร้อนี้ทั�วภาพ

	 ภาพท้�	4	–	7	แสด้งใหเ้ห็นี้ภาพกราฟฟกิตั�งแตช่้ว่งท้�ยงัไมม่เ้สย้งเข้ามา	ภาพท้�จัะเปน็ี้ลกัษณ์ะ

เปน็ี้เสน้ี้ตรงยาวเป็นี้แถุว	ๆ 	เม้�อมเ้สย้งภาพกราฟฟิกจัะทำงานี้โด้ยการแบ่งยา่นี้ความถุ้�ของเสย้งจัาก

ต�ำไปส้งโด้ยการกำหนี้ด้เส้นี้ประในี้ตำแหนี้่งเส้ยงต�ำอย้่ด้้านี้บนี้	เส้ยงท้�ส้งกว่าอย้่ด้้านี้ล่าง		ต่อเนี้้�อง

กันี้		เม้�อม้เส้ยงเข้ามาตรงตามความถุ้�ของภาพนี้ั�นี้แล้วเส้นี้ประเหล่านี้ั�นี้ก็จัะหมุนี้และเปล้�ยนี้โทนี้ส้

ตามความด้ังของแต่ละย่านี้ท้�เข้ามา	

	 กลุม่ผู้้ว้จิัยัได้แ้สด้งผู้ลลัพธ์ข์องศึกึษาในี้ช่้วงแรก	ณ์	ห้องสตดิ้้โอช้ั�นี้	4	หอศึลิปวฒันี้ธ์รรมแห่ง

กรงุเทพมหานี้คร	จังัหวัด้กรุงเทพ	โด้ยได้พั้ฒนี้าวิธ์ก้ารติด้ตั�งผู้ลงานี้ด้้วยการเพิ�มโปรเจ็ัคเตอร์ขึ�นี้อก้	

1	ตัว	รวมเป็นี้	2	ตัว	และเพิ�มความหลากหลายของภาพกราฟฟิกเคล้�อนี้ไหวด้ังม้รายละเอ้ยด้ด้ังนี้้�		

(แผู้นี้ภ้มิท้�	2)

 

แผู้นภูมิที� 2	ระบบการทำงานี้ท้�แสด้งให้เห็นี้การฉายโปรเจั็คเตอร์	2	เคร้�อง

	 แผู้นี้ภ้มิท้�	2	แสด้งให้เห็นี้การพัฒนี้าระบบการทำงานี้ของ	พููดกัับฉัันสิิ ให้เหมาะกับสถุานี้

ท้�แสด้งผู้ลงานี้โด้ยผู้้้ช้มใช้้เท้าแตะท้�สวิตช้์แล้วพ้ด้ท้�ไมโครโฟนี้	เส้ยงพ้ด้ของผู้้้ช้มจัะเด้ินี้ทางเข้าไปส้่

กระบวนี้การวเิคราะหข์อง	FFT	และสง่ผู้ลการวเิคราะหไ์ปส้ก่ารสรา้งภาพกราฟฟกิเคล้�อนี้ไหวแบบ	
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real-time	(ภาพท้�	8)	จัำนี้วนี้	2	ภาพทำให้ม้ความหลากหลายมากขึ�นี้จัากวิธ์้การดั้งกล่าวโด้ยท้�ผู้้้

ช้มจัะใช้้เท้าแตะท้�สวิตช์้เป็นี้การเปล้�ยนี้ภาพกราฟฟิก	(ภาพท้�	9)	รวมทั�งสิ�นี้	6	ร้ปแบบได้้แก่	1)	

เส้นี้ประ	2)	กลุ่มเส้นี้หมุนี้ม้ลักษณ์ะเป็นี้	3	มิติ	3)	กล่องส้�เหล้�ยม	3	มิติ	ม้ลักษณ์ะเป็นี้ช้ั�นี้	4)	จัุด้	5)	

แถุบเส้นี้ตรงและสั�นี้	และ	6)	เส้นี้สานี้	ด้ังภาพท้�	10	-	15

ภาพูที� 8	การติด้ตั�งผู้ลงานี้	พููดกัับฉัันสิ	ิบริเวณ์ปากทางเข้าห้องแสด้งผู้ลงานี้		 

ผู้้้ช้มเหย้ยบสวิตช้์เท้า	และพ้ด้ท้�ไมโครโฟนี้	ภาพก็จัะปรากฏิบนี้ผู้นี้ังทั�ง	2	ด้้านี้

ภาพูที� 9	เม้�อผู้้้ช้มเหย้ยบสวิตช้์ท้�เท้าอ้กครั�ง	ภาพท้�ปรากฏิก็จัะเปล้�ยนี้ไปเป็นี้อ้กลักษณ์ะหนี้ึ�ง

 

ภาพูที� 10	แบบท้�	1	เส้นี้ประ
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ภาพูที� 11	แบบท้�	2	กลุ่มเส้นี้หมุนี้ม้ลักษณ์ะเป็นี้	3	มิติ

 

ภาพูที� 12	แบบท้�	3	กล่องส้�เหล้�ยม	3	มิติ	ม้ลักษณ์ะเป็นี้ช้ั�นี้	

ภาพูที� 13		แบบท้�	4	จัุด้

ภาพูที� 14		แบบท้�	5	แถุบเส้นี้ตรงและสั�นี้
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ภาพูที� 15	แบบท้�	6	เส้นี้สานี้

กัาร่ศิ่กัษาคัวามสิัมพูันธ์์ร่ะหว่างเสิีย่งและขนาดของพู่�นที�ภาย่ในร่่างกัาย่ และกัาร่ปร่ับปร่ะยุ่กัต์

ใช้้ข้อมูลมาสิร่้างสิร่ร่คั์ ผู้ลงาน ร่่างกัาย่กัังวาน

	 การทำความเข้าใจัเร้�องความสัมพันี้ธ์์ระหว่างเส้ยงและขนี้าด้พ้�นี้ท้�ภายในี้ร่างกายมนีุ้ษย์	 

ผู้้้วิจััยได้้เริ�มจัากการทำความเข้าใจัเร้�องอวัยวะท้�ใช้้ในี้การเปล่งเส้ยง	โด้ยม้รายละเอ้ยด้ด้ังนี้้�

	 โด้ยปรกติแล้วการเปล่งเส้ยงของมนีุ้ษย์ไม่ว่าเพศึช้ายหร้อเพศึหญิงม้องค์ประกอบอย้่สาม

สว่นี้	ได้แ้ก	่ปอด้เสน้ี้เสย้ง	(vocal	folds)	ท้�อย้ภ่ายในี้กลอ่งเส้ยง	และการออกเส้ยง	(articulations)	

ปอด้จัะผู้ลติอากาศึและความด้นัี้อากาศึท้�เพย้งพอในี้การทำใหเ้ส้นี้เสย้งสั�นี้สะเทอ้นี้	เส้นี้เสย้งสามารถุ

สั�นี้สะเทอ้นี้ได้้แตกตา่งกนัี้มากถุึง	170	รป้แบบและสามารถุสั�นี้ได้้ระหวา่ง	80-1,000	ครั�งตอ่วินี้าท	้	

เส้นี้เส้ยงดั้งกล่าวทำหน้ี้าท้�คล้ายลิ�นี้เปิด้ปิด้ท้�สั�นี้ไหว	คอยปิด้	เปิด้อากาศึท้�เดิ้นี้ทางไหลออกมา

จัากปอด้เป็นี้ช้่วง	ๆ		จันี้ทำให้ออกมาในี้ร้ปของจัังหวะเส้ยง	อันี้นี้ำไปส้่การสร้างแหล่งของเส้ยงในี้

กล่องเส้ยง		กล้ามเน้ี้�อของกล่องเส้ยงจัะปรับความยาวและความตึงของเส้นี้เส้ยงให้ม้ระดั้บเส้ยง	

(Pitch)	และคุณ์ภาพของเส้ยง	(Tone)	ท้�ม้ท่วงทำนี้อง	(Fine-tune)	การเปล่งเส้ยงจัะเป็นี้การเปล่ง	 

กรอง	หรอ้ทำปฏิกิริยิาอยา่งใด้อยา่งหนี้ึ�งกบัเสย้งท้�ถุก้ปลอ่ยออกมาจัากกลอ่งเสย้งเพ้�อทำใหอ้ากาศึ

ท้�ไหลออกมานี้ั�นี้อ่อนี้ลงหร้อเข้มข้นี้ขึ�นี้เร้ยกว่าเส้ยงท้�ถุ้กเปล่งออกมา

	 เด้็กเล็กจัะม้เส้นี้เส้ยงท้�สั�นี้	 จึังทำให้ผู้ลิตคล้�นี้อากาศึได้้สั�นี้	ม้ผู้ลทำให้เส้ยงพ้ด้เเหลม	 

และเม้�อสร้ระโตขึ�นี้	เส้นี้เส้ยงก็จัะยาวและหนี้าขึ�นี้ทำให้เส้ยงม้ความเข้มทุ้มขึ�นี้	โด้ยในี้ขณ์ะท้�กำลัง

จัะกา้วเขา้ส้วั่ยรุน่ี้นัี้�นี้เด้ก็ผู้้ช้้ายจัะมป้ระสบการณ์ต์รงกับการเปล้�ยนี้ของเสย้ท้�เรย้กวา่	เสย้งแตกหนีุ้ม่	 

ซึ่ึ�งจัะเกิด้ขึ�นี้ในี้ช้่วงอายุระหว่าง	10	ถุึง	15	ปี	กล่องเส้ยงและเส้นี้เส้ยงโตขึ�นี้และหนี้าอย่างรวด้เร็ว	

ส่วนี้กล่องเส้ยงของเด้็กผู้้้หญิงก็โตขึ�นี้และหนี้าขึ�นี้ด้้วยเช้่นี้กันี้		แต่จัะเห็นี้ความเปล้�ยนี้แปลงได้้

ช้ัด้จัากเด็้กผู้้้ช้ายมากกว่า	อ้กทั�งกระด้้กบริเวณ์ใบหนี้้าก็เริ�มโตขึ�นี้	ช่้องว่างท้�อย้่ในี้โพรงจัม้ก	จัม้ก	 

และด้้านี้หลังของคอก็กว้างขึ�นี้ทำให้ม้พ้�นี้ท้�ในี้ใบหน้ี้ามากขึ�นี้	ซึ่ึ�งส่งผู้ลทำให้เส้ยงม้พ้�นี้ท้�มากขึ�นี้ 

ในี้การสะท้อนี้เส้ยง	
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	 เม้�อเป็นี้ผู้้้ใหญ่ทั�งผู้้้ช้ายและผู้้้หญิงก็จัะม้เส้ยงท้�ทุ้มมากขึ�นี้เม้�อเปร้ยบเท้ยบกับวัยเด้็ก	 

แต่ความแตกต่างระหว่างกายภาพของเส้ยงผู้้้ช้ายและผู้้้หญิงจัะอย้่ท้�ขนี้าด้ของเส้นี้เส้ยงและขนี้าด้

ของกล่องเส้ยง		เส้ยงของผู้้้ช้ายจัะม้ระด้ับท้�เส้ยงท้�ต�ำกว่า	เพราะม้เส้นี้เส้ยงและกล่องเส้ยงท้�ใหญ่

กว่าเพศึหญิง	เส้นี้เส้ยงของผู้้้ช้ายจัะม้ขนี้าด้	17-25	มิลลิเมตร	และผู้้้หญิงจัะม้ขนี้าด้	12.5-17.5	

มิลลิเมตร	ลักษณ์ะท้�แตกต่างกันี้นี้้�ทำให้เส้ยงร้องเพลงของผู้้้ช้าย	และผู้้้หญิงสามารถุจัำแนี้กออก

เป็นี้ประเภทได้้เส้ยงผู้้้ช้ายแบ่งออกเป็นี้เบส	(Bass),	บาริโทนี้	(Baritone),	เทนี้เนี้อร์	(Tenor),	และ	

เคาเตอร์เทนี้เนี้อร์	(Counterternor)	ส่วนี้ผู้้้หญิงแบ่งออกเป็นี้	คอนี้ทรัลโต	(Contralto),	เมสโซึ่

โซึ่ปราโนี้	(Mezzo-soprano),	และ	โซึ่ปราโนี้	(Soprano	รวมถุึงเส้ยงจัะเริ�มม้อาการสั�นี้มากขึ�นี้	

ทั�งหมด้น้ี้�เกิด้ขึ�นี้จัากกล้ามเน้ี้�อของเส้นี้เส้ยงและกล่องเส้ยงท้�ส้ญเส้ยมวล	(Mass)	ไป	อาการเส้ยง

สั�นี้เหล่านี้้�เร้ยกว่า	Vocal	Cord	Atrophy	หร้อ	Bowing,	Presbyphonia,	หร้อ	Presbylaryngis14

	 เม้�อเส้นี้เส้ยงเกิด้การสั�นี้สะเท้อนี้ด้้วยลมหายใจั	เส้นี้เส้ยงก็จัะเกิด้การสั�นี้สะเท้อนี้ในี้	3	

ลักษณ์ะได้้แก่	 ช่้วงเส้ยงเต็ม	 ช่้วงเส้ยงกลาง	และช้่วงเส้ยงส้ง	ช้่วงเส้ยงเต็ม	 (Chest	Register)	 

เป็นี้เส้ยงท้�ท้�สร้างจัากช้่วงอก	เส้นี้เส้ยงจัะสั�นี้สะเท้อนี้เต็มท้�	เราเร้ยกเส้ยงนี้้�ว่าช้่วงเส้ยงต�ำ	(Chest	

Tone)		ช่้วงเส้ยงกลาง	(Middle	Tone)	เป็นี้เส้ยงกลางท้�สร้างจัากวงหน้ี้า	เส้นี้เส้ยงสั�นี้สะเท้อนี้

เพ้ยงครึ�งเด้้ยวเกิด้ความร้้สึกสั�นี้	สะเท้อนี้บริเวณ์โพรงปากและจัม้กและสุด้ท้าย	 ช่้วงเส้ยงส้ง	 

(Head	Register)	เป็นี้เส้ยงส้งท้�สร้างจัากศึ้รษะ	เส้นี้เส้ยงจัะสั�นี้สะเท้อนี้ในี้ลักษณ์ะบางและแคบ

ทำให้เกิด้เส้ยง	สะท้อนี้บริเวณ์ศึ้รษะและหนี้้าผู้าก	เราเร้ยกเส้ยงนี้้�ว่า	Head	Tone15

	 อวัยวะท้�ช่้วยในี้การสร้างเส้ยงกังวานี้	 ได้้แก่	ทรวงอก	 ช่้องคอ	 โพรงจัม้ก	 โพรงปาก	 

และโพรงศึ้รษะ	วิธ์้การสร้างเส้ยงให้กังวานี้	ค้อ	นัี้กร้องต้องพาเส้ยงของตัวเองเดิ้นี้ทางไปยังโพรง

บริเวณ์ต่าง	ๆ 	ซึ่ึ�งต้องอาศึัยแบบฝีึกหัด้สร้างเส้ยงสะท้อนี้อย่างจัริงจััง16	ข้อม้ลในี้เร้�องโพรงท้�ใช้้สร้าง

เส้ยงสะท้อนี้ม้ค่อนี้ข้างจัำกัด้		ผู้้้วิจััยจัึงได้้หาข้อม้ลเร้�อง	ท้�ว่างภายในี้ร่างกาย	(Body	Cavities)		

เพิ�มเติม	ได้้แก่	Suzanne	Wakim	และ	Mandeep	Grewal	ศึาสตราจัารย์ด้้านี้	Cell	Molecular	

Biology	&	Plant	Science	ท้�	Butte	College17	อธ์บิายวา่โพรงของรา่งกายแบง่ออกเปน็ี้	2	สว่นี้หลกั

ได้้แก่	โพรงบริเวณ์กะโหลกต่อเนี้้�องมายังกระด้้กสันี้หลัง	และโพรงท้�อย้่บริเวณ์ลำตัว	ด้ังภาพท้�	16

14	 The	Voice	Foundation,	Learning	about	the	voice	mechanism,	accessed	on	15	December	2017,	accessed	from	 
 https://voicefoundation.org/health-science/voice-disorders/anatomy-physiology-of-voice-production/the- 
	 voice-mechanism/
15	 ด้รุณ์้	อนุี้ก้ล,	“อวัยวะท้�ใช้้ในี้การร้องเพลง	ประเภทของเส้ยงร้อง	และการด้้แลรักษาเส้ยง,”	วารสารปาริช้าต	มหาวิทยาลัย 
	 ทักษิณ์	ปีท้�	27,	ฉบับท้�		2	(ตุลาคม	-	ม้นี้าคม	2558):	215-216.
16	 เร้�องเด้้ยวกันี้,	216-217.
17	 Suzanne	Wakim	and	Mandeep	Grewal,	10.5:	Human	Body	Cavities,	accessed	on	20	May	2018,	accessed	from	 
 https://bio.libretexts.org/Bookshelves/Human_Biology/Book%3A_Human_Biology_(Wakim_and_ 
	 Grewal)/10%3A_Introduction_to_the_Human_Body/10.5%3A_Human_Body_Cavities
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ภาพูที� 16		โพรงในี้ร่างกาย

ท้�มา:	Suzanne	Wakim	and	Mandeep,	10:5: Human Body Cavities - Biology 

LibreTexts,		accessed	on	20	May	2018,	accessed	from https://bio.libretexts.

org/Bookshelves/Human_Biology/Book%3A_Human_Biology_(Wakim_and_

Grewal)/10%3A_Introduction_to_the_Human_Body/10.5%3A_Human_Body_Cavities

	 จัากภาพท้�	16	ส้เข้ยว	ค้อ	โพรงบริเวณ์กะโหลกต่อเนี้้�องมายังกระด้้กสันี้หลัง	 (Dorsal	

cavity)	ส้เหล้อง	ค้อ	โพรงท้�อย้่บริเวณ์ลำตัว	(Ventral	cavity)	แต่ละโพรงก็จัะประกอบไปด้้วย

โพรงขนี้าด้ย่อย	(Dorsal	cavity)	ลงมาอ้กท้หนี้ึ�ง	ประกอบไปด้้วย	2	โพรงย่อยได้้แก่	โพรงบริเวณ์

กะโหลกศึร้ษะ	(Cranial	cavity)	และ	โพรงท้�อย้ใ่นี้กระด้ก้สนัี้หลงั	(Spinal	cavity)	โพรงท้�อย้บ่รเิวณ์

ลำตัวประกอบไปด้้วย	4	โพรงย่อย	ได้้แก่	โพรงบริเวณ์ทรวงอก	(Thoracic	cavity)	โพรงบริเวณ์

ช้่องท้อง	(Abdominal	cavity)	โพรงช่้องท้องต่อกับเชิ้งกรานี้	(Abdominopelvis	cavity)	และ

โพรงบริเวณ์เช้ิงกรานี้	(Pelvis	cavity)	โพรงเหล่านี้้�ไม่ได้้ว่างเปล่า	แต่บรรจัุไปด้้วยอวัยวะภายในี้ท้�

เก้�ยวข้องกับการออกเส้ยงและไม่เก้�ยวข้องกับการออกเส้ยง	

	 ผู้้้วิจััยจัะม้ความเข้าใจัในี้ระด้ับหนี้ึ�งจัากการศึึกษาค้นี้คว้าด้้วยการอ่านี้	แต่ก็พบว่าการ

ทำความเข้าใจัการผู้ลิตเสย้งทั�งหมด้ด้ว้ยตนี้เองไม่ใช่้เร้�องง่าย	เม้�อทด้ลองออกเสย้งเอง	ผู้้ว้จิัยัไม่มั�นี้ใจั

วา่การออกเสย้งเก้�ยวขอ้งกบัอวยัวะและช้อ่งวา่งท้�ใด้ในี้รา่งกาย	จัะควบคมุการออกเสย้งและคณุ์ภาพ
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ของเสย้งท้�เปล่งออกมาได้อ้ย่างไร	ผู้้ว้จิัยัจึังได้ตั้ด้สนิี้ใจัเข้าหลักส้ตรอบรมการขับร้องระยะสั�นี้กบัอา

จัารย์รภัทร	แก้วม้ช้ัย	เม้�อวันี้ท้�	29	สิงหาคม	และ	7	กันี้ยายนี้	พ.ศึ.	2560	ผู้้้วิจััยได้้นี้ำความร้้และ

ประสบการณ์์การฝีึกออกเส้ยง	Chest	Tone,	Mouth	Tone	และ	Head	Tone	มาปรับประยุกต์

ใช้้ในี้การสร้างสรรค์ผู้ลงานี้ท้�ช้้�อว่า	ร่่างกัาย่กัังวาน	โด้ยม้รายละเอ้ยด้ด้ังนี้้�	

 

แผู้นภูมิที� 3	กระบวนี้การสังเคราะห์ของผู้ลงานี้เส้ยง	ร่่างกัาย่กัังวาน

	 จัากแผู้นี้ภ้มิท้�	3	ผู้้้วิจััยได้้ปรับเอาความร้้เร้�องร่างกาย	ในี้เร้�องของขนี้าด้พ้�นี้ท้�ภายในี้ท้�

แตกต่างกันี้และความซัึ่บซึ่้อนี้ของอวัยวะมาใช้้	อนี้ึ�ง	ผู้้้วิจััยตระหนัี้กด้้ว่าอวัยวะภายในี้เป็นี้เร้�อง

ท้�สลับซึ่ับซึ่้อนี้	ในี้ช้่วงแรกของการค้นี้คว้า	ผู้้้วิจััยจัึงได้้ใช้้เพ้ยงกล่องส้�เหล้�ยมแทนี้ขนี้าด้ร่างกาย	

และตั�งใจัละท้�จัะแสด้งอวัยวะ	แล้วเปล้�ยนี้มาเป็นี้การจััด้การพ้�นี้ท้�ว่างภายในี้กล่องแทนี้	นี้อกจัาก

นี้้�	ผู้้้วิจััยยังได้้ปรับเอาประสบการณ์์ของการการออกเส้ยง	Chest	Tone,	Mouth	Tone,	Head	

Tone	มาใช้้	โด้ยเป็นี้ความพยายามท้�จัะส้�อสารว่า	เส้ยง	1	เส้ยง	เม้�อเป็นี้เส้ยงท้�เปล่งออกมาจัาก

ช้่วงอก	บริเวณ์ปาก	และศึ้รษะ	คุณ์สมบัติของเส้ยงได้้แก่	ความทุ้มความแหลมก็จัะแตกต่างกันี้	ผู้้้

วิจััยได้้ค้นี้คว้าหาวิธ์้การท้�จัะทำให้ความร้้จัาก	2	เร้�องออกมาเป็นี้ร้ปธ์รรม	ได้้แก่	วิธ์้การทำลำโพง		

ผู้้้วิจััยได้้ค้นี้คว้าหาวิธ์้การประกอบลำโพงในี้เบ้�องต้นี้จัากส้�อออนี้ไลนี้์	และได้้ความร้้เบ้�องต้นี้ว่า	

ปัจัจััยท้�ทำให้ลำโพงแต่ละตัวม้ลักษณ์ะท้�แตกต่างกันี้ม้หลายประการ	สิ�งท้�จัะนี้ำมาปรับใช้้ได้้แก่	

ขนี้าด้สัด้ส่วนี้ของต้้	และช้นิี้ด้ของวัสดุ้ท้�ใช้้สร้าง		โด้ยท้�ยังใช้้ลำโพงสำเร็จัร้ปซึ่่อนี้อย้่ภายในี้ผู้ล

งานี้	จึังได้้นี้ำความร้้เร้�องวิธ์้การด้ังกล่าวมาใช้้ในี้ลักษณ์ะทด้ลองสร้างโมเด้ล	3	มิติ	เป็นี้ร้ปกล่อง

ท้�ม้ร้ปร่างและขนี้าด้ท้�แตกต่างกันี้	2	ครั�งด้ังนี้้�

	 การทด้ลองครั�งท้�	1	เกดิ้จัากการท้�ผู้้ว้จิัยัตั�งสมมตุฐิานี้วา่	ขนี้าด้พ้�นี้ท้�ภายในี้และการจัดั้แบง่
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พ้�นี้ท้�ภายในี้นี้า่จัะสง่ผู้ลตอ่เสย้ง	ผู้้วิ้จัยัจังึได้ส้รา้งกลอ่งส้�เหล้�ยม	2	กลอ่งและกลอ่งหา้เหล้�ยม	1	กลอ่ง	

โด้ยท้�แตล่ะกลอ่งมร้ายละเอย้ด้การจัดั้การพ้�นี้ท้�ภายในี้ท้�แตกต่างกนัี้	แต่มล้ำโพงหรอ้เคร้�องใหก้ำเนี้ดิ้

เส้ยงเหม้อนี้กันี้	กำลังเท่ากันี้	เพ้�อเป็นี้การทด้สอบว่าขนี้าด้ของพ้�นี้ท้�ภายในี้และการจััด้การนี้่าจัะม้

ผู้ลต่อเส้ยง	ทำให้เส้ยง	ๆ	เด้้ยวกันี้ม้ความระด้ับส้งต�ำ	ความด้ัง	และลักษณ์ะการสะท้อนี้ของเส้ยงท้�

แตกต่างกันี้	แต่ละกล่องจัะม้ลำโพงสำเร็จัร้ปติด้ตั�งอย้่ภายในี้

ภาพูที� 17		โมเด้ลกล่องท้�ม้ร้ปร่างและขนี้าด้ท้�แตกต่างกันี้เอามาวางเร้ยงกันี้

	 จัากการทด้ลองครั�งท้�	1	ผู้้้วิจััยได้้ผู้ลด้ังต่อไปนี้้�	

	 1.	เนี้้�องจัากภาพรา่งสามมติมิข้นี้าด้เลก็การใสเ่สย้งลงไปในี้พ้�นี้ท้�ขนี้าด้เลก็ไมส่ามารถุตรวจั

เช้็คได้้จัริงว่า	เส้ยงในี้แต่ละกล่อง	แม้จัะเป็นี้เส้ยงเด้้ยวกันี้	โด้ยจัะม้คุณ์สมบัติท้�แตกต่างกันี้	ดั้งนี้ั�นี้	 

ผู้้้วิจััยจัึงตัด้เร้�องร้ปร่างของกล่อง	2	ประเภท	ให้เหล้อเพ้ยงประเภทเด้้ยว	ค้อ	กล่องส้�เหล้�ยม18

	 2.	ด้้านี้อค้สติก	(Acoustics)	ของเส้ยงไม่อุปกรณ์์และความร้้ในี้การคำนี้วณ์ได้้ว่า	หากม ้

การจััด้การพ้�นี้ท้�ภายในี้ท้�แตกต่างกันี้จัะทำให้เส้ยงในี้แต่ละกล่องต่างกันี้อย่างไร	

	 3.	เม้�อนี้ำกล่องทั�ง	3	กล่องมาวางเร้ยงกันี้	ผู้้้วิจััยพบว่า	องค์ประกอบโด้ยรวมไม่ม้เอกภาพ	

แต่ละกล่องไม่ม้ลักษณ์ะท้�เช้้�อมโยงกันี้	

	 การทด้ลองครั�งท้�	2	ผู้้้วิจััยได้้นี้ำผู้ลจัากการทด้ลองครั�งท้�	1	มาปรับปรุงและพัฒนี้าม้ผู้ล 

การทด้ลองด้ังต่อไปนี้้�	(ภาพท้�	18)

18	 ผู้้้วิจััยได้้สอบถุามไปยังรองศึาสตราจัารย์ด้ร.	ช้้เก้ยรติ	สอด้ศึร้	อาจัารย์ประจํัาคณ์ะวิช้าวิศึวกรรมศึาสตร์และเทคโนี้โลย ้
	 อุตสาหกรรม	 มหาวิทยาลัยศึิลปากร	 เม้�อวันี้ท้� 	 4	 มิถุุนี้ายนี้	พ.ศึ.	 2561	 และได้้เ ร้ยนี้ร้้ว่า	 แม้ ร้ปร่างของกล่อง 
	 จัะแตกต่างกันี้	แต่ถุ้าพ้�นี้ท้�ภายในี้ม้ขนี้าด้ใกล้เค้ยงกันี้	 ก็จัะไม่ส่งผู้ลทําให้เส้ยงแตกต่างกันี้มากนัี้ก	กล่าวโด้ยสรุป	 
	 ร้ปร่างของกล่องไม่ม้ผู้ลต่อเส้ยงอย่างท้�ห้คนี้เราจัะรับร้้ได้้อย่างช้ัด้เจันี้
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ภาพูที� 18	การทด้ลองเร้�องขนี้าด้ของกล่องและการจััด้การพ้�นี้ท้�ภายในี้ท้�แตกต่างกันี้	ครั�งท้�	2

	 ผู้้้วิจััยได้้ปรับปรุงและพัฒนี้าโด้ยสรุปเป็นี้ข้อด้ังนี้้�	

	 1.	ผู้้ว้จิัยัลด้ปัจัจัยัเร้�องช้นี้ดิ้ของรป้รา่งของกลอ่งใหเ้หล้อเพย้งขนี้าด้และความซึ่บัซ้ึ่อนี้ของ

พ้�นี้ท้�ภายในี้เพ้ยง	2	ปัจัจััยเท่านี้ั�นี้

	 2.	ผู้้ว้จัิัยได้้ปรบัปรงุเร้�องขนี้าด้ของกลอ่งส้�เหล้�ยมใหม้้ความแตกตา่งกนัี้	เปน็ี้จัำนี้วนี้	5	กลอ่ง	

คล้ายมนีุ้ษย์ท้�ม้สร้ระทางด้้านี้ขนี้าด้ร่างกายเล็กใหญ่ท้�แตกต่างกันี้	

	 3.	พ้�นี้ท้�ภายในี้ถุก้จัดั้การใหเ้หน็ี้ความแตกตา่งกนัี้อยา่งเหน็ี้ได้้ช้ดั้	แสด้งใหเ้หน็ี้วา่ใหเ้หน็ี้วา่

แมว้า่ขนี้าด้กล่องจัะมข้นี้าด้ใกล้เคย้งกันี้	หากพ้�นี้ท้�ภายในี้มค้วามสลับซัึ่บซ้ึ่อนี้ท้�แตกต่างกันี้	ก็นี้า่จัะ 

ส่งผู้ลทำให้เส้ยงแตกต่างกันี้		คล้ายกับคนี้เราท้�อาจัม้ขนี้าด้ของร่างกายไม่แตกต่างกันี้มากนี้ัก	 

แต่กลับม้เส้ยงท้�แตกต่างกันี้	ซึ่ึ�งเป็นี้ลักษณ์ะเฉพาะของแต่ละคนี้

	 4.	ผู้้้วิจััยได้้กำหนี้ด้วัสดุ้ในี้การสร้างกล่องให้ม้ลักษณ์ะท้�เหม้อนี้กันี้	 ได้้แก่	 ไม้	MDF	 

ส่วนี้แผู่้นี้กั�นี้พ้�นี้ท้�ภายในี้	ทำด้้วยไม้และป้ด้้วยกระเบ้�องโมเสกช้ิ�นี้เล็ก	ๆ	โด้ยผู้้้วิจััยตั�งสมมุติฐานี้ไว้

ว่าวัสดุ้กระเบ้�องโมเสกจัะทำให้คล้�นี้เส้ยงม้ความทุ้มและกังวานี้ท้�แตกต่างกันี้	คล้ายการออกเส้ยง	

Chest	Tone	และ	Mouth	Tone		ส่วนี้	Head	Tone	ซึ่ึ�งเป็นี้ส่วนี้ท้�ม้ระด้ับเส้ยงส้งและแหลม	 

ผู้้้วิจััยคิด้ว่ายังไม่สามารถุจััด้การได้้	จัึงเก็บความคิด้ตรงนี้้�ไว้ก่อนี้

	 5.	ผู้้ว้จิัยัได้้ออกแบบให้ผู้้ช้้มต้องพด้้ท้�ไมโครโฟนี้	หลงัจัากนี้ั�นี้กจ็ัะปล่อยเส้ยงให้ผู้้้ช้มให้ออกมา 

ยงัต้ล้ำโพงแต่ละต้	้โด้ยท้�ผู้้ช้้มสามารถุรบัร้ไ้ด้้ว่าเสย้งนี้ั�นี้เป็นี้เสย้งของตนี้เองและมล้กัษณ์ะท้�แตกต่างกนัี้

สิรุ่ปแนวคัวามคัิด

	 ร่างกายของมนีุ้ษย์ม้อวัยวะท้�ใช้้ในี้การผู้ลิตเส้ยงเหม้อนี้กันี้	อันี้ได้้แก่	ปอด้	หลอด้ลม	 

เส้นี้เส้ยง	กล่องเส้ยง	ลิ�นี้	ลิ�นี้ไก่	ฟันี้	เหง้อก	เป็นี้ต้นี้	แต่เส้ยงท้�ถุ้กเปล่งออกมากลับม้ลักษณ์ะท้�ไม่

เหมอ้นี้กันี้	มปั้จัจัยัหลายประการท้�ทำให้เสย้งแตกต่างกันี้	ผู้ลงานี้ช้ิ�นี้นี้้�มุง่ศึกึษาความสัมพันี้ธ์ร์ะหว่าง

เส้ยงพ้ด้และพ้�นี้ท้�ว่างท้�อย้่ในี้ร่างกาย	พ้�นี้ท้�ภายในี้ร่างกายรวมไปถุึง	ขนี้าด้ของร่างกายส่งผู้ลต่อ
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คุณ์ลักษณ์ะเฉพาะของเส้ยงมนีุ้ษย์แต่ละคนี้ท้�เปล่งออกมา	ผู้ลงานี้	ร่่างกัาย่กัังวาน	เป็นี้การจัำลอง

พ้�นี้ท้�ท้�มข้นี้าด้และความสลบัซึ่บัซึ่อ้นี้ภายในี้ท้�แตกตา่งกนัี้	ผู้ลงานี้ตอ้งการช้กัช้วนี้ในี้ผู้้ช้้มสง่เสย้งลง

ไปในี้พ้�นี้ท้�ปดิ้เหล่านี้้�	ผู้้ช้้มจัะได้ม้โ้อกาสพินี้จิัลกัษณ์ะของเสย้ง	การสะท้อนี้ของคล้�นี้เสย้ง	และความ

ก้องกังวานี้ของเส้ยงตัวเองท้�แตกต่างกันี้ภายในี้พ้�นี้ท้�ท้�จัำกัด้ได้้	(ภาพท้�	19	-	20)	ผู้้้วิจััยก็ได้้สังเกต

ปรากฏิการณ์์ของเสย้งท้�มล้กัษณ์ะจัำลอง	จัะทำให้ผู้้ช้้มหนัี้กลบัมาสำรวจัความสัมพนัี้ธ์ร์ะหว่างเสย้ง

และร่างกายของตัวเองมากขึ�นี้

ภาพูที� 19		เตยงาม	คปุตะบตุร,	ร่่างกัาย่กังัวาน	[ศึลิปะเสย้งปฏิิสมัพนัี้ธ์์],	สมบตัขิองศึลิปินี้, 2560.

 

ภาพูที� 20  ร่่างกัาย่กัังวาน พร้อมผู้้้ช้มท้�เข้ามาเล่นี้เส้ยงท้กล่อง	โด้ยสามารถุเล่นี้เส้ยง 

หลายกล่องพร้อมกันี้

	 ในี้ระหวา่งท้�ด้ำเนี้นิี้กระบวนี้การวิจัยัสรา้งสรรคช์้ิ�นี้นี้้�	พบปญัหาในี้การบันี้ทกึเสย้งของผู้้ช้้ม	

จังึได้พั้ฒนี้าระบบเพิ�มเติมเพ้�อให้	พููดกับัฉัันสิ	ิบนัี้ทึกเสย้งของผู้้ช้้ม	และส่งเสย้งของผู้้ช้้มท้�ปราศึจัาก

การปรับแต่งมายังผู้ลงานี้ ร่่างกัาย่กัังวาน  โด้ยม้ระบบการทำงานี้ท้�เช้้�อมกันี้ด้ังแผู้นี้ภ้มิท้�	4
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แผู้นภูมิที� 4		ระบบการทำงานี้ของ	พููดกัับฉัันสิ	ิท้�เช้้�อมต่อกับงานี้	ร่่างกัาย่กัังวาน

	 จัากแผู้นี้ภ้มิท้�	4	แสด้งให้เห็นี้ว่านี้อกจัากเส้ยงจัะถุ้กส่งไปยังโปรแกรมเพ้�อวิเคราะห์และ

เปล้�ยนี้ให้เป็นี้ภาพกราฟฟิกแล้ว	เส้ยงยังถุ้กบันี้ทึกโด้ยโปรแกรมบันี้ทึกเส้ยง	และถุ้กส่งต่อไปยัง 

ผู้ลงานี้	ร่่างกัาย่กัังวาน		วิธ์้การช้มผู้ลงานี้	ค้อ	ผู้้้ช้มพ้ด้ท้�ไมโครโฟนี้	พร้อมใช้้เท้าแตะสวิตช้์เพ้�อ

เปล้�ยนี้ภาพกราฟฟิก	โด้ยโปรแกรมจัะบันี้ทึกเส้ยงล่าสุด้		เส้ยงท้�ถุ้กบันี้ทึกก่อนี้หนี้้านี้้�จัะถุ้กเส้ยง

เข้ามาใหม่เข้ามาแทนี้ท้�		ผู้้้ช้มก็จัะเด้ินี้ลงทางลาด้ของห้องแสด้งงานี้เพ้�อไปท้�แท่นี้ควบคุมเส้ยงของ

ผู้ลงานี้	ร่่างกัาย่กัังวาน		โด้ยท้�ผู้้้ช้มจัะได้้ยินี้เส้ยงท้�ตัวเองพ้ด้ในี้ลักษณ์ะท้�แตกต่างกันี้จัากกล่องท้�ม้

ขนี้าด้และความซึ่ับซึ่้อนี้ของพ้�นี้ท้�ภายในี้ท้�แตกต่างกันี้

กัาร่ปร่ะเมินผู้ลนิทร่ร่ศิกัาร่

	 ผู้้ว้จิัยัได้ป้ระเมนิี้ผู้ลนี้ทิรรศึการโด้ยสมัภาษณ์ผ์ู้้ช้้มทั�วไป	และนี้กัวชิ้าการจัำนี้วนี้หนี้ึ�ง	ซึ่ึ�งได้้

รับคำวิจัารณ์์ในี้ทางท้�ด้้		แต่จัะขอยกตัวอย่างคำวิจัารณ์์จัากนี้ักวิช้าการด้ังต่อไปนี้้�

	 ด้ร.ทิพวัลย์	 ตั�งพ้นี้ทรัพย์ศึิริ		 ได้้ให้สัมภาษณ์์ไว้ว่า	“โดยรวมชอบลัักษณะผลังานท่ี่� 

Interactive ร้�สึึกสึนุก ร้�สึึกแปลักตรงที่่�ได�สัึมผัสึแท่ี่นควบคุมแลัะได�ยินเสึ่ยงที่่�ตัวเองเปล่ังออกมา

การสึัมผัสึแลั�วได�ยินเสึ่ยงที่ำให้�เกิดความต่�นเต�นขึ้ึ�นมาได� บางงานสึัมผัสึปุ�มแลั�วเกิดภาพ แบบน่�จะ

ร้�สึึกเฉย ๆ แต่ถ้�าได�ยินเสึ่ยงขึ้องเราเอง ร้�สึึกต่�นเต�น เกิดความร้�สึึกประห้ลัาดใจ ที่่�สึำคัญ เม่�องาน 

พ้ดกับฉันสึิ เช่�อมโยงกับ ร่างกายกังวาน ที่ำให้�เกิดความร้�สึึกที่่�ว่า เสึ่ยงขึ้องเรา exist”19

19	 ทิพวัลย์	ตั�งพ้นี้ทรัพย์ศิึริ,	อาจัารย์มหาวิทยาลัย,	8	มกราคม	2561.
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	 รองศึาสตราจัารย์จัักรพันี้ธ์์	 วิลาสินี้้กุล	ได้้วิจัารณ์์งานี้ไว้ว่า	“งานที่ั�งสึองชิ�น ค่อม่ลัักษณะ

ที่่�ถ้้กโปรแกรม เอาไว�แลั�ว ด�านห้นึ�งมันค่อการห้ยุดเสึร่ภาพขึ้องผ้�ชมในการต่ความ เพราะไม่ว่า 

ผ้�ชมจะใส่ึ input อะไรลังไป output ก็เป็นไปตามที่่�ผ้�สึร�างกำห้นดไว� งานชิ�นแรก พููดกัับฉัันสิิ  

จดุที่่�นา่สึนใจ คอ่การที่ำเสึย่งให้�ออกมาเปน็ภาพ แตใ่นขึ้ณะเดย่วกนั กเ็กดิคำถ้ามวา่เราจะตอบสึนอง

กับมันอย่างไร? เพราะมันวิ�งไปตามสึิ�งที่่�ผ้�สึร�างกำห้นด มันลัดที่อนการตัดสึินใจขึ้องผ้�ชม งานชิ�น 

ที่่�สึอง ร่่างกัาย่กัังวาน เป็นการแสึดงให้�เห้็นว่า body ขึ้องกลั่องเป็นตัวกำห้นดเสึ่ยง แต่ขึ้�อเสึ่ยค่อ

มนั systematic มากเกินไป มนัดเ้ป็นที่ฤษฎ่ีมากเกินไป มนับล็ัอกประสึบการณ์ขึ้องคนด้ ที่ำอย่างไร  

จึงจะสึามารถ้สึร�างวิธี่การให้ม่ที่่�คนด้สึามารถ้ communicate กับงานได�มากกว่าน่�”20

	 อาจัารย์	Dr.	Jean-David		Calliouet	ได้้เข้าใจัวิธ์้การทำงานี้ร่วมกันี้ระหว่างผู้ลงานี้ทั�ง

สอง	เนี้้�องจัากเป็นี้อาจัารย์ทางด้้านี้ด้นี้ตร้	อาจัารย์สามารถุควบคุมและเร้ยงลำดั้บเส้ยงท้�ให้ออก

มาม้ลักษณ์ะเป็นี้ด้นี้ตร้	คล้ายการร้องประสานี้เส้ยง	ทำให้เห็นี้ว่าเส้ยงหนี้ึ�งเส้ยงสามารถุม้หลายมิติ	

อาจัารย	์Jean-David	บอกวา่	ผู้ลงานี้ช้ิ�นี้นี้้�ด้้ในี้แงท่้�ให้คนี้เขา้มามส้ว่นี้รว่ม	และทำใหผู้้้ช้้มโด้ยเฉพาะ

นี้ักด้นี้ตร้	สามารถุสร้างความเป็นี้ไปได้้ท้�หลากหลายทางเส้ยงจัากผู้ลงานี้	นี้อกจัากนี้้�อาจัารย์ได้้

ให้คำแนี้ะนี้ำเร้�องคุณ์ภาพของกล่องว่าควรจัะม้คุณ์ภาพท้�ด้้กว่านี้้�	 เพ้�อให้สามารถุควบคุมเส้ยงให้ม้

คุณ์ภาพมากยิ�งขึ�นี้21

	 ศึาสตราจัารย์เก้ยรติคุณ์เข็มรัตนี้์	กองสุข	ให้คำแนี้ะนี้ำว่า	ควรจัะทำให้	 ร่่างกัาย่กัังวาน 

ส้�อสารถุึงอวัยวะภายในี้ได้้มากกว่านี้้�		เพ้�อให้ผู้ลงานี้ได้้ส้�อถุึงแนี้วความคิด้ได้้ช้ัด้เจันี้ยิ�งขึ�นี้22

	 ศึาสตราจัารย์เก้ยรติคุณ์พิษณ์ุ	ศุึภนี้ิมิตร	ให้คำแนี้ะนี้ำว่า	ภาพกราฟฟิกของ	พููดกัับฉัันสิ ิ

ยังเป็นี้ภาพปรกติธ์รรมด้าทั�วไป	ควรปรับปรุงเเก้ไขให้ม้ความเป็นี้ศึิลปะมากกว่านี้้�23

กัาร่วิเคัร่าะห์

	 การวิเคราะห์แบ่งออกเป็นี้	3	ด้า้นี้ประกอบด้ว้ย	เสย้งของผู้้ช้้ม	ผู้ลงานี้	และผู้ลลัพธ์	์สามารถุ

วิเคราะห์ได้้ด้ังต่อไปนี้้�

20	 จัักรพันี้ธ์์	วิลาสินี้้กุล,	อาจัารย์มหาวิทยาลัย,	8	มกราคม	2561.
21	 Jean-David	Calliouet,	อาจัารย์มหาวิทยาลัย,	19	มกราคม	2561.
22	 เข็มรัตนี้์	กองสุข,	ศิึลปินี้แห่งช้าติ	สาขาทัศึนี้ศิึลป์	(ประติมากรรม),	6	มกราคม	2561.
23	 พิษณ์ุ	ศุึภนี้ิมิตร,	อาจัารย์มหาวิทยาลัย,	12	มกราคม	2561.



81

1. เสิีย่งของผูู้้ช้ม

	 เส้ยงของผู้้้ช้มเป็นี้วัตถุุดิ้บตั�งต้นี้ท้�สำคัญของผู้ลงานี้ทั�ง	2	ช้ิ�นี้	การได้้มาซึึ่�งวัตถุุด้ิบต้อง

ผู้่านี้ขั�นี้ตอนี้ท้�สำคัญ	ค้อ	ผู้้้ช้มต้องพ้ด้ท้�ไมโครโฟนี้	พร้อมกับแตะสวิทซึ่์เท้า	สิ�งท้�เป็นี้ปัญหา	ค้อ	ก)	

พฤติกรรมการพ้ด้และการแตะสวิตช้์เท้าเป็นี้สิ�งท้�ผู้้้ช้มสายทัศึนี้ศึิลป์ไม่เคยปฏิิบัติ	เพ้�อจัะให้ผู้้้ช้มไม่

เด้ินี้ผู้่านี้เลย	กลุ่มผู้้้วิจััยจัำเป็นี้ต้องส้�อสารกับผู้้้ช้ม	“ทุกคนี้”	ผู้้้วิจััยจัึงได้้แก้ปัญหาโด้ยการจััด้จั้างผู้้้

เฝี้านี้ิทรรศึการตลอด้ระยะเวลาการแสด้งงานี้เพ้�อแนี้ะนี้ำวิธ์้การช้มงานี้	ข)	เม้�อผู้้้ช้มเข้าใจัผู้้้ช้มท้�มา

คนี้เด้้ยวมักพ้ด้เพ้ยงคำสั�นี้	ๆ	ด้ังเช้่นี้	สวัสด้้	และ	ฮิัลโล	หร้อเล้อกท้�จัะไม่พ้ด้และฟังเส้ยงของคนี้อ้�นี้

แทนี้	ส่วนี้ผู้้ช้้มท้�มาเป็นี้กลุม่	ก็จัะผู้ลัด้กนัี้พด้้	และสร้างประโยคท้�ยาวขึ�นี้กอ่ใหเ้กดิ้เส้ยงท้�นี้า่ประทับ

ใจัเม้�อเปิด้ฟังเสย้งของตัวเองหลาย	ๆ 	ลักษณ์ะ	แมว้า่การได้้เหน็ี้และได้้ยนิี้เส้ยงของตนี้เองจัะเปน็ี้วิธ์้

การท้�ม้ประสิทธ์ิภาพในี้การสร้างการตระหนี้ักร้้ถุึงการม้อย้่ของเส้ยงแต่การพ้ด้และการได้้ยินี้เส้ยง

ของตนี้เองผู้่านี้เคร้�องขยายเส้ยงในี้พ้�นี้ท้�สาธ์ารณ์ะทำให้ผู้้้ช้มจัำนี้วนี้หนี้ึ�งพ้ด้เป็นี้เส้ยงเด้้ยวกันี้ว่า	

“อาย”	สามารถุวิเคราะห์ได้้ว่า	

  

	 1.1	เจั้าของเร้อนี้ร่างสามารถุจััด้การและตกแต่งหนี้้าตาและร้ปร่างของตนี้เองด้้วยเคร้�อง

ประทินี้โฉมและเส้�อผู้้า	จันี้เจั้าของเร้อนี้ร่างมั�นี้ใจัท้�จัะปรากฏิตัวในี้พ้�นี้ท้�สาธ์ารณ์ะ	หากแต่เส้ยงพ้ด้

กลับเป็นี้สิ�งท้�เจั้าของเร้อนี้ร่างไม่สามารถุควบคุมได้้ทุกองค์ประกอบ	เจั้าของเร้อนี้ร่างไม่สามารถุ

ควบคุมความถุ้�	 โอเวอร์โทนี้	และส้สันี้ของเส้ยง	สิ�งท้�ผู้้้ช้มสามารถุควบคุมได้้	ค้อความดั้งเบาและ

ภาษา	จัึงไม่แปลกท้�ผู้้้ช้มส่วนี้ใหญ่จัะพ้ด้เส้ยงเบา	ใช้้คำสั�นี้	ๆ	หร้อไม่พ้ด้โด้ยเล้อกท้�จัะฟังเส้ยงของ

คนี้อ้�นี้แทนี้	ความร้้สึกเขินี้อายเหล่านี้้�ส่งผู้ลทำให้ภาพกราฟฟิกของ	พููดกัับฉัันสิิ	ไม่ปรากฏิภาพ

เคล้�อนี้ไหวในี้ช่้วงท้�มย้า่นี้ความถุ้�สง้และด้งัเขา้มา	ทำให้ภาพกราฟฟิกไมส่ามารถุแสด้งศัึกยภาพอยา่ง

เต็มท้�สำหรับผู้้้ช้มท้�พ้ด้เส้ยงเบา		

  

	 1.2	ผู้้้ช้มจัำนี้วนี้หนี้ึ�งบอกว่า	“ไม่ร้้ว่าจัะพ้ด้อะไร”	จัึงพ้ด้แต่คำสั�นี้	ๆ	สามารถุวิเคราะห์ได้้

วา่	การท้�ผู้้ช้้มจัะพด้้ประโยคท้�ยาวและมเ้นี้้�อหาท้�ลกึซึ่ึ�งได้	้ตอ้งมก้ารเตรย้มการจัะเหน็ี้ได้ช้้ดั้วา่ผู้้ว้จิัยั

ไมไ่ด้ต้ระหนัี้กถุงึการเตรย้มการดั้งกลา่ว	หากผู้้ว้จิัยัตอ้งการวัตถุดุ้บิท้�มค้ณุ์ภาพทั�งในี้เชิ้งเนี้้�อหาและ

ปริมาณ์	จัำเป็นี้ต้องม้การเตร้ยมการกับผู้้้ช้มก่อนี้การพ้ด้ท้�ไมโครโฟนี้ในี้การศึึกษาครั�งต่อไป

2. ผู้ลงาน

	 2.1	ภาพกราฟฟิกของ	พููดกับัฉันัสิ	ิสามารถุตอบสนี้องกบัย่านี้ความถุ้�ของเสย้งพด้้ได้้เป็นี้อย่าง

ด้้	ผู้้ช้้มพอทำความเข้าใจักายภาพของเสย้งของตวัเองได้้	โด้ยด้้จัากภาพท้�แสด้งให้เหน็ี้ลักษณ์ะท้�แตก

ต่างกนัี้อย่างช้ดั้เจันี้ระหว่างเสย้งเบาและเสย้ง	เสย้งแหลมและเสย้งทุม้	อย่างไรกด็้	้ภาพท้�ปรากฏิค่อนี้

ข้างจัำกัด้มล้กัษณ์ะถุก้กำหนี้ด้ล่วงหน้ี้าแล้ว	และยงัไม่รบัร้ถุ้งึอตัลกัษณ์์ของเส้ยงของผู้้พ้ด้้จัากภาพ
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	 2.2	เม้�อผู้้้ช้มเดิ้นี้มาถึุงผู้ลงานี้	 ร่่างกัาย่กัังวาน	 เม้�อได้้ยินี้เส้ยงของตัวเองท้�มาจัากกล่อง 

ท้�ม้ขนี้าด้ท้�แตกต่างกันี้	5	กล่อง	ผู้้้ช้มสามารถุรับร้้ถุึงการม้อย้่ของเส้ยงของตัวเองได้้	แม้ว่าเส้ยง

จัะถุ้กปรับแต่งให้เปล้�ยนี้ไปก็ตามตัวแปรท้�ทำให้คุณ์สมบัติของเส้ยงแต่ละกล่องต่างกันี้	ค้อ	ขนี้าด้ 

ของต้้	จัำนี้วนี้ผู้นัี้งกั�นี้ท้�อย่้ภายในี้ต้้	พ้�นี้ท้�ยอ่ยท้�เกิด้ขึ�นี้ภายในี้ต้้	ความต่อเนี้้�องของพ้�นี้ท้�ยอ่ยท้�เกิด้ขึ�นี้

ในี้แต่ละต้้	ตำแหน่ี้งของด้อกลำโพง	ขนี้าด้และความยาวของท่อสำหรับปล่อยเส้ยง	วัสดุ้ท้�ใช้้สร้าง

ผู้นี้ังกั�นี้ภายในี้	และวัสดุ้สำหรับการใช้้ประกอบต้้	ตัวแปรทั�งหมด้ทำให้เส้ยงแตกต่างกันี้	อย่างไรก็ด้้	 

ผู้้้วิจััยไม่สามารถุวิเคราะห์โด้ยอ้างอิงทฤษฎ้ีของเส้ยงท้�ช้ัด้เจันี้ว่า	ตัวแปรทั�งหมด้ทำให้เส้ยงแต่ละต้้

ต่างกันี้อย่างไร		เป็นี้เร้�องท้�เกินี้ความร้้และความสามารถุของผู้้้วิจััยในี้ขณ์ะนี้้�	ในี้ทางสายทัศึนี้ศึิลป์

แมว้า่ทฤษฎ้ีและการวเิคราะหเ์สย้งท้�ถุก้ตอ้งตามหลกัวชิ้าการด้จ้ัะไมใ่ช้เ่ร้�องจัำเปน็ี้	แตผู่้้วิ้จัยัตระหนี้กั

ว่าหากต้องการควบคุมคุณ์ภาพของเส้ยงให้ได้้ก็จัำเป็นี้ต้องศึึกษาเร้�องนี้้�เพิ�มเติมต่อไป

	 2.3	การเช้้�อมโยงผู้ลงานี้สร้างสรรค์	พููดกัับฉัันสิิ	และ	 ร่่างกัาย่กัังวาน	เป็นี้เร้�องท้�ไม่ได้้

วางแผู้นี้ตั�งแต่ท้แรก	การเช้้�อมต่อด้งักล่าวเกดิ้ขึ�นี้จัากการขาด้แคลนี้อปุกรณ์์	หากแต่ผู้ลลพัธ์์ท้�ได้้ทำให้

ผู้้ช้้มเกิด้ความร้้สกึสนุี้ก	หัวเราะอย่างสนุี้กนี้านี้	ดั้งจัะเห็นี้ได้้จัากการย้อนี้กลับไปบันี้ทึกเสย้งใหม่	และ

กลบัมาเล่นี้เสย้งของตวัเองใหม่		โด้ยมก้ลุ่มเพ้�อนี้หัวเราะอย้ข้่าง	ๆ	ผู้้้ท้�ช้้�นี้ช้อบการเช้้�อมต่อกันี้อย่าง

เหน็ี้ได้้ช้ดั้	คอ้	กลุม่เด้ก็	วยัรุน่ี้	และผู้้ท้้�มท้กัษะทางด้นี้ตร้	การเช้้�อมต่อกันี้ทำให้นิี้ทรรศึการมเ้อกภาพ

มากขึ�นี้	ส้�อสารถุงึแนี้วความคดิ้หลกัของนี้ทิรรศึการได้้ช้ดั้เจันี้ขึ�นี้		สุด้ท้าย	การเช้้�อมต่อกนัี้ระหว่าง

ผู้ลงานี้ของนี้กัวจิัยั	2	คนี้	สามารถุกลายมาเป็นี้วิธ์ว้ทิยาเฉพาะสำหรับโครงการวิจััยสร้างสรรค์นี้้�

3. ผู้ลลัพูธ์์

	 3.1	คำวิจัารณ์์ของอาจัารย์จัักรพันี้ธ์์และอาจัารย์	Jean-David	ม้ความเห็นี้แตกต่างกันี้	 

ผู้้ว้จัิัยเห็นี้ว่า	พ้�นี้ฐานี้และทักษะของคนี้ด้ก็้เป็นี้ปัจัจัยัสำคัญ	ผู้้ช้้มท้�ม้ทักษะทางด้นี้ตรส้ามารถุควบคุม

และสร้างเส้ยงใหม่	ๆ	ได้้ไม่สิ�นี้สุด้จัากเส้ยงบันี้ทึกของตนี้เอง	และจัากแท่นี้ควบคุม	ด้ังนี้ั�นี้ผู้้้วิจััย 

จัะหาทางออกแบบให้ผู้้้ช้มท้�ม้และไม่ม้ทักษะทางด้นี้ตร้	สามารถุเข้าถุึงผู้ลงานี้ด้้วยความสุนี้ทร้ยะ

อย่างเท่าเท้ยมกันี้ต่อไป

	 3.2	การกำหนี้ด้ผู้ลลัพธ์์ล่วงหนี้้าเป็นี้อุปสรรคต่อเสร้ภาพในี้การต้ความของผู้้้ช้ม	เนี้้�องจัาก

ผู้้้วิจััยกำหนี้ด้เน้ี้�อหาของการเร้ยนี้ร้้ท้�ช้ัด้เจันี้	ได้้แก่	การสร้างความตระหนี้ักร้้ในี้เร้�องของกายภาพ

ของเส้ยง	และการศึึกษาความสัมพันี้ธ์์ระหว่างกายภาพของเส้ยงและร่างกายของมนีุ้ษย์	ผู้้้วิจััย

สามารถุประเมินี้ได้้ว่ากระบวนี้การศึึกษาและสร้างสรรค์ผู้ลงานี้สามารถุตอบโจัทย์ของเป้าหมาย

ของการเร้ยนี้ร้้ได้้ทุกข้อ	
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	 3.3	การประเมินี้ผู้ลของนิี้ทรรศึการ	กลุม่ผู้้้วจัิัยได้้ออกแบบการประเมินี้ผู้ลของนิี้ทรรศึการ

ด้้วยการพ้ด้คุยและการสัมภาษณ์์แบบเป็นี้ทางการและไม่เป็นี้ทางการ	คำถุามส่วนี้ใหญ่จัะมุ่งเห็นี้

ไปท้�การรับร้้ของผู้้้ช้ม	จุัด้เด้่นี้	จัุด้ด้้อยของผู้ลงานี้	ซึ่ึ�งผู้้้วิจััยได้้รับข้อเสนี้อแนี้ะท้�เป็นี้ประโยช้น์ี้ต่อ

การพัฒนี้าผู้ลงานี้ในี้ลำด้ับต่อไป	อย่างไรก็ตาม	สิ�งท้�ขาด้ไปในี้การพ้ด้คุยเป็นี้โอกาสในี้การสร้างผู้ล 

กระทบทางวิช้าการและทางสุนี้ทร้ยะต่อสังคมวงกว้าง	

สิรุ่ป

	 กลุ่มผู้้้วิจััยได้้ศึึกษาเส้ยงมนีุ้ษย์ในี้	2	ด้้านี้	ได้้แก่	ลักษณ์ะทางกายภาพของเส้ยงในี้ฐานี้ะ

คล้�นี้เส้ยง	และ	ความสัมพันี้ธ์์ระหว่างเส้ยงของมนีุ้ษย์กับพ้�นี้ท้�ภายในี้ร่างกาย		โด้ยสร้างเป็นี้ผู้ลงานี้

จัำนี้วนี้	2	ช้ิ�นี้ได้้แก่

 พููดกัับฉัันสิิ		เป็นี้การแปลงเส้ยงของผู้้้ช้มให้ออกมาเป็นี้ภาพ	โด้ยใช้้เทคนี้ิคการวิเคราะห์

เส้ยงโด้ย	Fast	Fourier	Transform	Algorithm	หร้อ	FFT	เป็นี้การวิเคราะห์ความถุ้�ของเส้ยงโด้ย

การแยกคล้�นี้ความถุ้�ออกเป็นี้ช่้วง	ๆ 		จัะทำใหส้ามารถุแบง่แยกความถุ้�ของเสย้งท้�มค้วามสลบัซึ่บัซึ่อ้นี้

ในี้ขณ์ะท้�เกิด้ขึ�นี้	หลังจัากนี้ั�นี้จึังได้้ใช้้ซึ่อฟแวร์	MAX	MSP	วิเคราะห์เส้ยงของผู้้้ช้มผู้่านี้ไมโครโฟนี้	

เผู้้�อส่งต่อไปยังโปรแกรม	Processing	เพ้�อแสด้งภาพ	พบว่า	ผู้้้ช้มได้้เห็นี้ภาพของเส้ยงของตัวเอง	

รับร้้ว่าความเปล้�ยนี้แปลงของภาพเม้�อตัวเองเปล้�ยนี้ค่าความดั้งของเส้ยง	โด้ยพ้ด้เส้ยงเบาไปหาดั้ง	

หร้อจัากด้ังไปหาเบา	สิ�งท้�จัะต้องปรับปรุงค้อ	ปรับปรุงภาพท้�สามารถุแสด้งกายภาพของเส้ยงให้

ลักษณ์ะท้�สามารถุแสด้งให้เห็นี้องค์ประกอบของเส้ยงท้�ช้ัด้เจันี้ขึ�นี้		

 ร่่างกัาย่กัังวาน	เป็นี้การจัำลองพ้�นี้ท้�ท้�ม้ขนี้าด้และความสลับซึ่ับซึ่้อนี้ภายในี้ท้�แตกต่างกันี้	

ผู้ลงานี้ประกอบไปด้้วยกล่องลำโพงส้�เหล้�ยม	ท้�ม้ขนี้าด้และการสลับซึ่ับซึ่้อนี้ของพ้�นี้ท้�ภายในี้ท้�แตก

ตา่งกันี้	ผู้ลงานี้ต้องการช้กัช้วนี้ในี้ผู้้ช้้มสง่เสย้งลงไปในี้พ้�นี้ท้�ปดิ้เหล่านี้้�	ผู้้ช้้มจัะได้ม้โ้อกาสพินี้จิัลกัษณ์ะ

ของเสย้ง	การสะท้อนี้ของคล้�นี้เสย้ง	และความก้องกงัวานี้ของเส้ยงตัวเองท้�แตกต่างกนัี้ภายในี้พ้�นี้ท้�

ท้�จัำกัด้ได้้	พบว่า	ผู้้้ช้มตระหนี้ักถุึงความแตกต่างของเส้ยงของตัวเองท้�ด้ังออกมาจัากแต่ละกล่องได้้	

การส่งเส้ยงท้�ยังไม่ม้ความหมาย	เป็นี้กายภาพของเส้ยงออกไปให้ม้ปฏิิกิริยากับพ้�นี้ท้�ว่างท้�ม้ขนี้าด้

และร้ปร่างท้�แตกต่างกันี้	โด้ยหลักการแล้ว	พ้�นี้ท้�จัะควบคุมและปรับแต่งเส้ยง	ต้องการให้ผู้้้ช้ม

สังเกตเห็นี้ปฏิิกิริยาของเส้ยงท้�เริ�มต้นี้เหม้อนี้กันี้	แต่ม้ตัวแปรท้�ต่างกันี้	ผู้ลท้�ออกมาจัึงแตกต่างกันี้	 

ความแตกต่างของเส้ยงนี้้�เองท้�กลายเป็นี้องค์ประกอบท้�ผู้้้ช้มสามารถุร่วมสร้างสรรค์ได้้	สิ�งท้�ต้อง

ปรบัปรงุคอ้	ตอ้งแสด้งออกถุงึเร้�องอวยัวะภายในี้ท้�มผู้้ลตอ่การออกเสย้งใหช้้ดั้เจันี้ยิ�งขึ�นี้	และปรบัปรงุ

เทคนี้ิคการสร้างลำโพงเพ้�อให้สามารถุควบคุมคุณ์ภาพของเส้ยงได้้			
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F(r)ee Road: 
An Artistic Research Audiovisual Project

 

Kittiphan Janbuala*

Abstract

 This paper explains the author’s artistic process in creating an audiovisual 

project with a social message called F(r)ee Road. The project is a game-based 

composition for one player in which the player controls a user-object and tries to 

avoid collisions. The work is founded on two concepts: glitch-art, an aesthetic of 

error used to create both visual and sound modifications; and data sonification,  

the conversion of data to non-speech sound. All processes were created by personal 

computers using Max, a software program created by Cycling 74. This work is a 

contribution to the blossoming field of sonification-based art.

Keywords: Audiovisual, Glitch, Sonification 

1. Noise in Composition

Music marks time in this small circle and vainly tries to create a new variety 

of tones. We must break at all cost from this restrictive circle of pure sounds 

and conquer the infinite variety of noise-sounds. 

 —Luigi Russolo, The Art of Noises1

 Russolo’s comment, penned in 1913, speaks to an important aesthetic turn in 

the history of what we call “classical music.” The creative potentials of traditional, 

tonal models, reached its apex in the Romantic era with the works of composers such 

* Lecturer, Faculty of Music, Silpakorn University, janbuala_k@su.ac.th
 Received 22/03/22, Accepted 15/04/22
1 L. Russolo, The Art of Noise, trans. Robert Filliou (New York: Something else press, 1967), 6.
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as Richard Wagner and Johannes Brahms. Composers of the next generation, such as 

Claude Debussy, Erik Satie, Igor Stravinsky, and Arnold Schoenberg, found ways to 

create musical meaning through new combinations of tones and sonic colours. Works 

by these great artists continue to influence composers today. Russolo, however, 

encouraged composers to go further still. He spoke to a borderless conception of 

musical creativity, wherein all sound can be musical content. In his opinion, modern 

composers should not restrict themselves merely to conventional instruments, but 

should instead embrace the larger infinite variety of all possible sounds.

 Sounds in the real world exceed the frequency range of conventional 

musical instruments. For example, the pitches produced by a piano range from A0, 

the lowest key, to C8, the highest. This corresponds to the frequency range of 27.5 

Hz to 4186 Hz.2 Humans, however, are able to perceive sounds from a far wider 

range: about 20Hz to 20,000Hz. Russolo asks, why not break through the limits 

imposed by traditional instruments in order to find new modes of expression? Why 

not allow the infinite variety of sounds we hear daily in the real world into the 

composer’s musical palate? The conventional palate previously open to composers 

(here I refer to pitched instruments only, as percussion instruments are a different 

matter) is much more narrow. 

 Russolo’s aesthetic can be found not only in electronic music such as musique 

concrète, but also in the works of modern composers like Helmut Lachenmann, who 

developed novel sonic processes for compositions (see, for example, his Pression 

for solo cello). Today, it is widely recognized that Rossolo’s aesthetic vision greatly 

expanded musical potential for modern composers. 

2. Glitch, the Aesthetic of Failure 

 We are all familiar with glitches. They are especially ubiquitous on the 

internet. In technical domains such as electrical engineering, a glitch is defined as a 

“sudden, usually temporary malfunction or fault of the equipment.”3 Glitch artists 

2 C. R. Nave, “The Piano,” http://hyperphysics.phy-astr.gsu.edu/hbase/Music/pianof.html.
3 Oxford Dictionary of English, 2nd ed (2010), s.v. “Glitch.”
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exploit these technical errors to disfigure sources, such as the information coded in 

images, to create new meaningful outcomes.4 Glitch art thus involves both material 

foundations and changes to the media, or to the processing of digital media.5

 Glitch art developed following the advent of the camera. The camera 

can more faithfully reproduce reality than a painting can. Who needs a portrait 

painted when the camera can create a more “realistic” result? The camera spurred 

visual artists to move into new territories. Impressionism, cubism, and futurism, 

for example, developed in the late-nineteenth and twentieth centuries, in part, in 

response to the development of the camera. Pablo Picasso, for example, explores 

the human body through geometric forms, and Claude Monet used unique drawing 

techniques to capture the visual essence of a fleeting moment. These artists played 

with distortions of reality. Their work does not present direct representations. In 

the modern era, the representation of reality is no longer essential. In the 1960s and 

70s, the artist Nam June Paik Not was one of the first artists to apply an aesthetic 

of glitches. In his work Magnet TV, for example, he placed a magnet over a TV to 

distort the original signal. Within the musical domain, glitch aesthetics have long 

played a significant role in electronic music.6 From the 1990s onward, artists in 

various domains have applied the aesthetics of error to their creative work. Among 

the leading musicians to employ such techniques are the music group Aphex Twin 

and the  audiovisual artist Ryuji Ikeda. This aesthetic of error inspires me as well, 

and was the springboard for my current work. The basis of my composition aesthetic 

is the transformation of a given source into a new form.

3. Sound Generative through Sonification 

 Sonification is the use of non-speech audio to convey information.

4 Rosa Menkman, The Glitch Moment(um) (Amsterdam: Institute of Network Cultures, 2011),  
 https://networkcultures.org/_uploads/NN%234_RosaMenkman.pdf.
5 Michael Betancourt, “Critical Glitches and Glitch Art,” HZ 19 (July 2014), https://hz-journal.org/ 
 n19/betancourt.html.
6 Nick Prior, “Putting a Glitch in the Field: Bourdieu, Actor Network Theory and Contemporary  
 Music,” Cultural Sociology 2, no. 3 (2008): 303.
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—Gregory Kramer, “Auditory Display: Sonification, Audification and 

Auditory Interfaces.”7

 The above epithet is an early definition of sonification. Originally, 

sonification was not intended for artistic purposes. The main use was instead to 

convey scientific information, such as notifications and alarms. More recently, a 

comprehensive definition that references sonification’s artistic potential was given 

by Liew and Lindborg,

 Sonification is any technique that translates data into non-speech 

sound with a systematic, describable, and reproducible method, to reveal 

or facilitate communication, interpretation, or discovery of meaning that is 

latent in the data, having a practical, artistic, or scientific purpose.8

 The transformation of any type of data into sound can be sonification. It 

is up to the user to decide how to employ it. For artists, sonification provides yet 

another opening up of possibilities. The potential for creation is infinite.

 Sonification can be accomplished through a variety of techniques—

audification, iconic sonification, earcon, parameter mapping sonification, and 

model-based sonification to name a few—and new techniques and possibilities 

are always being developed. For F(r)ee Road, I used two techniques: audification 

and parameter mapping (see figure 1). Kramer defines audification as “the direct 

playback of data samples,” ordered in time but allowing for direct transformations 

such as time compression.9  One of the most well-known works using audification is 

Chris Hayward’s Listen to the Earth Sing. In this work, Hayward implements direct 

7 Gregory Kramer, “Auditory Display: Sonification, Audification and Auditory Interfaces,” in Santa  
 Fe Institute Studies in the Sciences of Complexity (Reading, Massachusetts: Addison Wesley, 1994), 38. 
8 Kongmeng Liew and PerMagnus Lindborg, “A Sonification of Cross-Cultural Differences in  
 Happiness-Related Tweets,” Journal of the Audio Engineering Society 68, no. 1/2 (January 2020): 25.
9 Gregory Kramer, “An Introduction to Auditory Display,” in Auditory Display: Sonification,  
 Audification and Auditory Interfaces, edited by Gregory Kramer (Reading, Massachusetts:  
 Addison-Wesley, 1994), xxvii.
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sonification (audification) on seismic-data and displays the sounds as a result.10 

Parameter mapping is simply the mapping of any data onto any auditory parameters, 

such as pitch, dynamics, or rhythm. It is a common technique used in many fields of 

research and in the sonic arts. 

 

Figure 1 Diagram of sound generation through sonification.

4. Compositional Process 

 The direct inspirations for the F(r)ee Road project was the work Formula 

Minus One, a multimedia composition for violin and video by Marko Ciciliani 

that incorporates videos of a Formula One car race.11 The violinist interacts with 

live-electronics and live-video elements. Although my work and Ciciliani’s share 

some similarities, the musical aesthetic of the two are different. F(r)ee Road also 

draws on the experimental music of Earle Brown, who composed what he called 

“mobile” music—music in which specific elements are fixed but the occurrences or 

the chances of various events changes from one performance to the next, dependent 

on chance events, such as wind blowing on a mobile.

10 Chris Hayward, “Listening to the Earth Sing,” in Auditory Display: Sonification, Audification  
 and Auditory Interfaces, edited by Gregory Kramer. Santa Fe Institute Studies in the Sciences of  
 Complexity (Reading, Massachusetts: Addison Wesley, 1994), 377.
11 Marko Ciciliani, Formula Minus One, performed by Barbara Lüneburg, 11 November 2015,  
 video, 10:14 min., https://youtu.be/sIgPuD5dcts.
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 F(r)ee Road is scored for one performer. And this performer need not have 

any formal musical training as the only skill required is the ability to operate a laptop 

computer. All the programming processes for F(r)ee Road were written on Max, a 

software program created by Cycling 74. The computer acts as a hyper-musical 

sound generative device with sounds generated through the sonification procedures 

discussed above, based on data drawn from the live-video source. Below I discuss 

the three basic elements of the work: visual design, sound generative procedures, 

and composition rules. 

 First, the visual design. The object “car” is physically controlled by the 

player through the computer keyboard while various “obstacles” serve to prompt 

musical and visual events.

 Secondly, the sound generative procedures. The visual design is converted 

into sounds through audification. Specifically, visual color data is translated into 

sounds (see figure 2). The outcomes of this process are unpredictable rhythmic 

events and an un-periodic waveform, which mostly produce noise. Additionally, 

parameter mapping sonification is applied to the car’s movement. The object’s 

location is mapped to two oscillators with frequency modulation that imitates the 

roar of an engine.

Figure 2 Custom sonification patch. The purpose of the patch is to extract color 

data for parameter mapping sonification and audification.
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 Thirdly, the composition rules. The composition is based on Brown’s 

concept of mobile music discussed above. The basic condition for the composition 

is designed as follows: a collision between the car and an obstacle affects both 

the generative function and the visual modification (see figures 3 and 4). With 

these collisions, the aesthetic of malfunction, or glitch, is employed. Each collision 

between the user’s object and the obstacle causes an abrupt, random change, such 

as a sudden enlargement of the obstacle-object (see figure 3), screen rotation, or a 

loss of control of the player’s object. 

 The piece consists of 12 levels, each of which is one minute in length. The 

higher the level, the more obstacles there are, and the faster the car moves.

 

  

Figure 3 Left: the original video output.  

Right: glitch-video after collision with an object.

 Figure 4 The video design and object-controlling design plan.
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5. Social Significance 

 F(r)ee Road is designed to be purposefully tedious for listeners—at least 

at first. The piece is about a repetition of noisiness, and the visual elements are 

rather static. Yet, the tedium will fade as time passes and audiences reflect and 

discover the social message of the work. What is F(r)ee Road? It is a work of art 

that speaks to the problem of wealth inequality. The car object is a symbol of wealth 

and the performer is a stand-in for a wealthy individual that is allowed to crash into 

anything he or she likes without consequence, merely for the pleasure of generating 

sound events. Most audience members will discover the social meaning hidden in 

the work toward the end of the piece, if they haven’t already, in the money-flying 

scene (see video 1).

 In sum, “the road is for the rich” is the social meaning of the work. As noted 

by reporter Hannah Beech in a 2019 New York Times article, “in Thailand, one of 

the world’s most unequal societies, even roads have a rigid hierarchy, with the poor 

far more likely to be killed in accidents than the well-off and well-connected.”12   

In Thailand, as elsewhere, the wealthy often cause great difficulty for others,  

whom they may view as mere obstacles. It is a sad reality that the rich can often do 

as they please without consequence. Is there a cost paid for reckless actions? Is it 

free? Or does someone else have to pay a fee?

 The compositional techniques of audification and parameter mapping 

sonification enabled me to realize my vision for F(r)ee Road as a socially 

conscious work of art. Sonification techniques continue to feature prominently 

in my composition aesthetic. So many possibilities of sonification remain to be 

explored by myself and others for artistic purposes. Armed with nothing more than 

a personal computer and a software program such as Max, composers can create 

sound art using any source data and any sounds found in the real world, or conjured 

in the composer’s mind. F(r)ee Road is a contribution to the blossoming field of 

sonification-based art.

12 Hannah Beech, “Thailand’s Roads Are Deadly. Especially if You’re Poor,” New York Times,  
 August 19, 2019. https://www.nytimes.com/2019/08/19/world/asia/thailand-inequality-road-fatalities.html.
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Video 1 Kittiphan Janbuala: F(r)ee Road

https://www.youtube.com/watch?v=oF6aX5GnMd0
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Abstract

 Some areas within the ASEAN region, specifically in Indonesia and Thailand, 

have thriving and multifaceted musical cultures based on reggae music and Rasta 

culture. While this adoption of a musical style originally from the Caribbean and 

with no immediately obvious links to the nations of the ASEAN region may seem 

surprising on its face, interviews with performers, a contextual analysis of their 

performances, and an examination of their contingent lifestyle and philosophy reveals 

significant synergies between the originators and ASEAN adherents of reggae music. 

Significantly, many ASEAN musicians who engage with reggae are not simply 

reproducing the ‘parent’ music as a simulacrum in a trite, formulaic manner, but are 

instead creating a sophisticated and embodied musicological critique with cultural 

relevance. The resulting music transcends the local and has global significance

.  

Keywords: South East Asian music, ASEAN reggae, postmodernism, reggae, 

rasta culture, musical activism, music and politics, Beaudrillard, simulacra theory, 

Indonesian popular music, Thai popular music, Sri Lankan popular music, Japanese 

popular music, British punk and post punk, musical rhizomes, intercultural 

penetration/germination, reconstructed memory, music as prophecy
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 Areas within the ASEAN region have within them a thriving and multifaceted 

culture based on reggae music and Rasta ideas. There are of course many borrowed 

or ‘loaned’ aspects of music in most cultures—whether occidental, oriental, global 

north or global south. The manner in which musical aspects spin and swirl around the 

globe, like coloured ink in water, is fascinating and beautiful. Even so, the occurrence 

of a popular musical form originally from the Caribbean and, to a lesser extent, areas 

in Africa is, at first glance, surprising. As one might expect, some of the ASEAN 

musical responses to reggae are trite and simulacral, essentially working for the 

tourist dollar. Much of the reggae music I have experienced in parts of the ASEAN 

region over the last twenty years has involved responses to, and echoes of, the works 

of Bob Marley and the Wailers. Sometimes I’ve heard very close musical echoes 

that nonetheless have a distinctiveness and interest that emerges from the change of 

language and adaptations to the local context. Alongside this, is the music of those 

ASEAN artists working with reggae and dub who go beyond the template supplied 

by Marley and others to produce new music that, though very much still within 

the world of western popular music, nonetheless offers intriguing and considered 

commentaries. This music, which provided the impetus for this paper, represents 

an ‘embodied musicology’. The ASEAN artists under consideration here mashup, 

investigate and respond to a wide and eclectic range of source inspirations, in the 

most fascinating ways.1 In particular, the once close relationship between punk, 

post punk and reggae music in the west is being revisited and revived now in the 

ASEAN region by these new experiments in roots and dub. This recontextualisation,  

this ripping out of the archive creates a new space for reggae music to breathe and become 

present in new compositions and arrangements made half a world away. Significantly,  

this is not an academic or intellectual exercise. The excitement evidenced by 

audiences hearing these echoes of familiar music is palpable and contagious.  

This vital and cutting-edge work has grown out of a musical journey sourced in Kingston,  

Nine Mile and Summertown, Jamaica; that travelled through expat and exile 

communities in London, Birmingham and Manchester and finally landed in the heat 

of bars and clubs in Bangkok, Jakarta, Kuta and other ASEAN cities. The surge of 

1 The easier access to music offered over recent years by online listening and watching platforms  
 has certainly played a part in the creation of this music. The difficulty of seeing and hearing live  
 concerts and physical artefacts in some areas is extreme. 
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creativity investigated here was facilitated by ASEAN musician’s rejection of the 

ossifying, intractable and overwhelmingly commercial understandings of genre in 

the west, and a return to the creative plasma that informed the original ‘scenes’ in 

the first place. 

 To approach this very new music, we need first to look at the often-bizarre 

development of Rasta music in the ASEAN region, something I have observed and 

participated in over the last twenty-plus years. Although this certainly was not an 

intentional action on my part—I am not by any means a reggae musician—there 

seems to have been a commonality of intention that has acted magnetically between 

musicians within this scene and myself. My unwitting and unintended involvement 

began some years ago on a series of journeys, undertaken as part of my work at the 

Royal Birmingham Conservatoire in the UK, in which I explored the musics and 

wider cultures of a number of islands. These somewhat haphazard and improvisational 

journeys resulted in many scored and devised compositions that are contemporary 

classical, jazz and zen in emphasis. Although I was not looking for reggae, I seemed 

to find it in most of the places I visited. 

 On one journey, I went to Indonesia to see and record traditional Balinese 

Kechak and Barong performances. In Kuta where I was staying, reggae was 

unavoidable in the bars. Kuta is a coastal resort town, frequented predominantly 

by Australians, for whom it is an exotic but not too distant holiday destination. 

The famous Indonesian surf and the very particular and beautiful local visual and 

aural cultures have brought in tourists, traders and colonisers for centuries. This 

has stimulated a great deal of development in real estate and the service industry.  

One aspect of this development is a local culture that has developed around the needs 

of migrant, displaced and disaffected people from other areas within Indonesia.  

I met people who had come to Kuta in search of an escape from powerful lifestyle 

expectations in strongly religious and traditional social settings elsewhere in the 

country. The transient character of these migrants seemed to be reflected in their 

choice of music—often evidencing idealised dreams of other worlds beyond their 

shores. Due to the very high exit visa cost for Indonesian nationals at the time,  

these dreams were, for most, impossible to achieve. 
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 Wandering the town, I was surprised to see so many reggae bands. Given the 

affluent white clientele, and the surf culture of Kuta, this perhaps should not have 

been so unexpected. Many of the bands emphasised a good night out. An example 

is Mushroom Squad.2

 These bands certainly had ersatz and derivative aspects. Freddy Marley  

(not his real name) for example, despite singing in Indonesian, highlights something 

of this, as does his song about a tourist girl in the Gili islands, a popular traveller 

destination near to Bali.3 Despite its ersatz nature, it has sincerity. 

 Ras Muhamad from Jakarta foregrounds this seriousness much more, spitting 

out Indonesian ‘toasting’4 with real passion and sophistication. He is someone 

working with purpose, and his music is certainly something more than tourist pleasing, 

good time covers.5

 The overlay of serious intention on often clichéd music was powerfully 

evidenced for me in a Kuta bar by a man who went by the name Toulouse who had 

travelled from Sumatra following a half-articulated dream. He accompanied his 

high wavering voice with a finely picked guitar as he sang a love song by Tracy 

Chapman. His belief and passion redeemed the song for me, after its excoriation 

by a corporate western boy band. Simple songs for him and his friends represented 

something recognisable and ancient—music as a repository of hope, describing a 

land of better, a dream they were trying to sing into reality.

 My interest deepened during a visit to Sri Lanka. I spent a few days in the 

charming if ramshackle shoreline strip development of Unawatuna. A beach bar there 

carried, unselfconsciously, portraits of Lakshmi, the Indian Goddess of domestic good 

fortune, and Bob Marley next to each other and alongside a small shrine to Buddha 

and Ganesh.

2 “Kuta Bali,” Mushroom Squad https://www.reverbnation.com/mushroomreggae/song/13093935-kuta-bali
3 “Mushroom,” Fredimarley, https://www.reverbnation.com/fredimarley/song/12738025-mushroom- 
 by-fredi-kayaman
4 A speaking over music, having some synergies with rap.
5 See, for example, “Lion Roar,” Ras Muhamad. https://www.youtube.com/watch?v=r8sra6sc2AM
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Image 1 Beach Café, Unawatuna, collection of the author, used by permission.

 This syncretic approach to faith—and the quite easy adoption of new faces 

into the pantheon is no new thing. On another occasion I travelled in a Tuktuk taxi 

celebrating both Christ and Buddha, again unselfconsciously. 

Image 2 Eastern Coast Road, collection of the author, used by permission.

 The Hindu pantheon is renowned for its flexibility. William Dalrymple in 

his Life of St. Thomas (Dalrymple, 2001, n p) makes a good case for the passage of 

the Christian St. Thomas into the belief system of Southern India. In light of this,  

the celebration of Bob Marley is not so surprising.

 To the north of Unawatuna in the high Sri Lankan mountains is the town 

of Nuwara Eliya, reached by snaking mountain railway. It was formerly a colonial 

summer capital. The climate is fresh throughout the year and the tea-plantation-

covered mountains are verdant and tranquil. Leaving the train, I talked with some men 

selling crafts at the station. They were interested to see that I carried an instrument, 
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and we arranged to meet to play some music together. I quickly realized that the 

musicians I’d met mostly played reggae and that their culture centred around singer 

and guitarist Rohantha Dissanayake.

Image 3 Kingston – Rohantha’s house, collection of the author, used by permission.

 After meeting and playing at my lodgings, I went out to Rohantha’s house. His 

railings were painted in red, black and gold, and he wore a Fair Isle jumper that also 

had those colours. His house was called ‘Kingston’ and his band, and car, ‘Wailing 

Exodus’ reflecting Bob Marley band name and the title of one of his albums.

 

Image 4 Wailing Exodus’ Band Car – collection of the author, used by permission.

 I played music with them, and drummed on their percussion, made from a tea 

chest and discarded hospital x–ray film. Tin plates nailed onto broomsticks served as 

cymbals. What struck me most was how committed and serious they were about living 

the life they had extrapolated from the reggae songs, with a focus on compassion, 
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community, equality, environmental awareness and responsibility. This faith was 

exemplified by a particular incident: I gave Rohantha a spare electronic tuner I had 

on me for his guitar. The following day he was enthusing about Jah, and quoted the 

gift as an example of divine provision: he said he had expressed a need in prayer the 

week before and here Jah had supplied what he needed. Rohantha has since become 

much more widely known, playing widely in the Middle East, Germany, Japan and 

in Sri Lanka, on television, at festivals, concerts and often in hotels. In an interview 

for Sri Lankan television, he shared his ideas on the appeal of Reggae in Sri Lanka.6 

He feels that people have always liked the music, but took a considerable time to 

develop an understanding of it. At the music’s heart, he argues, is a ‘reggae feeling,’ 

something he believes is partially a result of the tropical climate that Sri Lanka shares 

with Jamaica. He also identifies the notion of an ‘island vibe;’ that there is something 

in reggae music that especially works for island dwellers. 

Image 5 Rohnatha Dissanayake on Sri Lankan television, Youtube screen grab, 

creative commons licence.

 We can interrogate this trans cultural appeal that he mentions further, and find 

a finessed and foundational relationship based on particular musical and philosophical 

aspects of roots reggae and the way these relate to persistent human themes. I have written 

elsewhere about the ways in which cultural, imaginative and conceptual transmissions 

occurs through DNA, drawing on epigenetics and the work of Carl Jung, Konrad Lorenz, 

6 Pulse.Ik, “Colombo Hippie Market,” YouTube video, 13:58, Mar 31, 2017, https://www.youtube. 
 com/watch?v=EvzHrNPC_t4
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Andrew Samuels and Anthony Stevens (Day, 2008 and http://www.pgvim.ac.th/sym/

Files/Proceedings_2017.pdf, pp 56-68). It is sufficient here to say that certain musical 

forms, and their associated numinous and contingent contextulisations, are transmitted 

genetically and can be accessed with a degree of intention through deep listening. 

 Certain music experienced at certain times allows us to walk/swim/wallow in 

a place that carries the wisdom, solidity and reliability of generations. Being there, 

outside our constructed and regular, socially received and mediated experience of 

time and space, can be restorative, centring and inspiring.

 Aspects of reggae are built on just this kind of deep cognitive experience. 

The music was conceived as the heart cry of people dispossessed and forcefully 

relocated; there is in this music a longing for an intuited personal and ancestral 

past. At the heart of much roots reggae music is a memory/imagination of a home 

land. In Welsh this has a name: hiraeth the longing for the once known but now 

irretrievably lost home. This longing has clear international currency.7 Rasta ideas 

reflect a desire for escape from a bad place, called ‘Babylon’, to a better place. This 

powerfully speaks to concerns found within the ASEAN region. The roots Rasta 

destination Zion has the characteristics of this idealised place.8 Song in Rasta, as in 

so many faiths, is a mystical conduit to the ‘world’ of the lost dream, a tangible-ish, 

palpable-ish realisation of the longed for transcendent.

 Attempts made by rastas to find Zion as an actual, real place have met with 

mixed success. Walford ‘Poko’ Tyson of the British reggae band Misty in Roots says,

7 Although a full account of Rastafarianism is beyond the scope of this paper, it is worth noting  
 here that the religion developed as a response to colonial oppression, widespread corruption,  
 and grinding poverty. An essential aspect is the doctrine of re-patriation, preached most notably  
 by Marcus Garvey, who intended to offer passage back to Africa on his Black Star shipping line.
8 Heilie Selassie (Ras Tafari was his pre-coronation name), is seen as embodiment of Christ  
 and as the latest in an unbroken line of Kings stretching back to Solomon. I have heard Bongo  
 Herman, master drummer and percussionist from Bob Marley’s band and many others, describe  
 their experience of the miraculous arrival of Selassie in Jamaica, recalling that lightning struck  
 the road in front of him. Rita Marley, Bob’s wife, also recalls seeing on that same day the  
 stigmata in his hands. He is for some a flawless, incorruptible, divine figure. See MacDonald,  
 2012, no pagination.
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 Our focus has always been on taking the music back to Africa and it 

was never easy. I’m pleased we did it. As a roots band it was what we believed 

in, but now it’s time to go to America… (Cartwright, 2002: n p)

 His enthusiasm for Africa as Zion appears to have been tempered by 

experience. Misty in Roots similarly modified ‘Babylon’ to ‘Babylon behaviour’ 

rather than seeing Babylon as a particular place. 

 Similarly, two rasta members of renowned punk-folk-reggae band Edward the 

Second who I interviewed, also journeyed to Africa. They returned to England having 

experienced some disappointment. Bassist Tee Carthy has since returned however, 

and is now working to make living in Ethiopia a reality for rastas.9 Thus ‘Babylon’ 

can be understood as a description of a lamentable social and political situation, 

something that many around the world can easily identify with. Significantly, Bob 

Marley made no reference to the specific location of Zion, though his interest and 

passion for Africa were clear. 10

 I think this consciously global view in Marley’s work is characteristic and 

deliberate. He was criticised for singing in English rather than patois as a bow to 

commercial pressures and potential sales, under the influence of his sometime producer 

and label boss Chris Blackwell.11 That may well be, but it is also arguable that he wanted 

to communicate as widely as he could, understanding that the call and desire for home, 

the desire for a better world, sits deeply across cultures and individuals. Marley toured 

with singer songwriter Bruce Springsteen who said, “nobody wins unless everybody 

9 As Carolyn Cooper (Emeritus Professor, University of West Indies) commented recently at the
 Reggae Innovation conference in Kingston, which I attended, this is made more complex by the  
 view of many Ethiopians that Hailie Selassie was an oppressor, who spoke a different and elitist  
 language. This linguistic class division also exists in some of the areas in the Asean region  
 that I visited.
10 David Aarons, “Songs about Zion: The Impact of ‘Repatriation Reggae’ on the Rastafari  
 Repatriation Movement to Ethiopia” in MS, paper presented at UWI conference,  
 February 15, 2019 https://www.youtube.com/watch?v=TPDNus8zCpU
11 Joseph T. Farquharson “Language Use in Jamaican Reggae Music and its Implications for the 
 Concept of Diglossia” in MS, paper presented at UWI conference, February 15, 2019 
 https://www.youtube.com/watch?v=TPDNus8zCpU
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wins”.12 It is this kind of Rastafarianism, extrapolated from the songs of Bob Marley 

and his collaborators, that I have seen echoes of in the ASEAN region.

 The belief in the possibility of positive change and the longing for a better 

world are powerful expressions of a global strophe. Musician Manu Chau spoke to 

the global power of Marley’s music when he said in interview with Nigel Williamson,

 The more I travelled, the more I realised there is only one 

‘world music’ artist. Everywhere you go people respect Bob Marley.  

He is my teacher in simplicity…

(Williamson, 2002, p. 31)

 Jack Healy, a president of Amnesty International, similarly noted, “Everywhere 

that I go today, Bob Marley is the symbol of freedom.” (Steffans, 2001, no pagination). 

 Another globalised aspect that enhances reggae’s widespread appeal is the 

fascinating and often surprising way in which it mixes elements of other musical styles. 

Reggae’s genesis is syncretic from the start, mixing Jamaican traditional drumming 

with modern pop sensibilities. Jamaican Producer Byron Lee points out that many 

major reggae artists knew American pop intimately, as they started as ‘tribute’ bands. 

 The Blues Busters were simulating Sam and Dave, Jimmy Cliff was 

simulating Otis Redding, Bob Marley and the Wailers were a take-off of 

Curtis Mayfield and the Impressions… when acts came on to do shows they’d 

have to sing copy versions of songs by the act they were simulating as an 

introduction, only then, when they’d got the applause for that, could they do 

original material.

(Bradley, 2002, p. 41)

12 Donal O’Keeffe, the Avondhu, April 13, 2016 https://avondhupress.ie/nobody-wins-unless- 
 everybody-wins-springsteens-championing-lgbt-rights-no-surprise/
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 Lloyd Bradley notes that “Southern US radio stations could be received in 

Jamaica, 90 miles away. American soul acts toured Jamaica extensively.” (Bradley, 

2002, p. 40). Similarly, Bunny Wailer says of his band,

 …when we went down to three members, The Impressions were our 

choice (of influence). They were really impressive in their style and the 

Wailers had a similar kind of harmonic style, so we kinda got linked with 

Curtis Mayfield and the Impressions in that respect.

 (Bradley, 2002, p. 84)

 Anand Prahlad’s description of a visit to the Ethiopian church on Maxfield 

Avenue in Kingston extends this notion of hybridisation:

 I noted what sounded to the ear of an outsider as strangely discordant. 

During several parts of the service, the clergy was singing/chanting in a vocal 

style derived from Northern Africa; the choir was singing in a style that was 

more akin to Baptist or Revivalist; the drumming accompanying the singing 

was Rasta Nyabinghi style; the congregation was singing in a style like the 

Baptist church back in Virginia…all simultaneously

(Prahlad, 2001, p. 52)

 Reggae thus combines aspects of musical modernity with memories of a lost 

and dreamed of culture, adding a dream of restitution. The reggae of Bob Marley at 

the same time rejects all that is greed-driven, environmentally careless, oppressive 

and exploitative.13 It particularly speaks of the injustices of capitalism and its 

associated hierarchies. This is not surprising given that the Atlantic Slave Trade was 

the foundation of so many Western economies. 

13 In the main, roots reggae also rejects party politics though it does berate politicians for their corruption:

 When I and I put politics together from ancient times, it means people’s parasite. Poli 
means people and tics is a parasite so when you put it together it’s people’s parasite and I and I is 
aware of the fact that these guys are parasites, so we try to distance ourselves from them. That’s 
why we aren’t into politics per se (Romeo in Bradley, 2001, p. 68)
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 The most intelligent people is the poorest people. Yes, the thief them 

rich, pure robbers and thieves, rich! The intelligent and innocent are poor, 

are crumbled and get brutalised. Daily.

(Marley in White, 1992, p. 35)

 Alan Lewens says that

 Marley became the leader of a musical assault that for a while made 

reggae the most influential music on the planet. He became more than a 

reggae star or a rock star. Like Nelson Mandela, his mere name became a 

byword for a critique of the way the world was run.

 (Lewens, 2001, p. 135)

 Like the dispossessed in Jamaica, some of the young people of Thailand or 

Indonesia dream of a homecoming. This involves an embracing and bettering of the 

culture in which they find themselves. In many cases this is a necessity, as working in 

their home culture is their only option due to financial and legal constraints. Reggae 

offers a road map of behaviours and ideas that can facilitate positive change. Rasta, 

and especially the roots reggae of Bob Marley, filter aspects of culture, approving 

of some, whilst vehemently rejecting others. The songs are moral and ethical 

exhortations. “I don’t care who the man is. My right is my right. It’s my life…all I 

have is my life.” (Marley, 2001, no pagination)

 In the ASEAN region, traditions based on Islam, Christianity, Hinduism and 

Buddhism exercise heavy social control. The Rasta preached in Bob Marley’s songs 

is a cipher for a particular kind of freedom that is both social and personal. This is 

appealing to those who are disenamoured with their societies’ traditional forms but 

do not want to simply turn to the corruption and dissolution of capitalist and neo-

liberal epicurean and nihilist lifestyles.

 It is in this way that reggae music, in the areas discussed here, allows an 

embracing of contemporary global culture without buying into its associated rampant 

greed, materialism and oppression. The choice of Rasta and reggae culture is an 
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informed and conditional embracing of the new. It does not reject modernity, but 

does object to those aspects of it that are unpalatable and unacceptable.14

 The contemporary Rastas I have met and played with in some countries within 

the ASEAN region are counter cultural advocates, kicking against social norms and 

modes that they see as repressive. The dress codes, speech and other aspects of Rasta 

culture represent a recognisable counter cultural position in both their home societies 

and in the wider world. In many ways, Rastas in these places represent and reflect a 

belief and hope about the way a contemporary society could and should be; a hope 

that is elsewhere often fatigued and at worst exhausted. The ASEAN Rastas I spoke 

with dream of a better world.

 All of this would, however, belong only to the discourses of religion, sociology 

and sub-culture were it not for the continuingly stimulating melange of music that 

emerges alongside these ideas. I’ve seen truly fascinating work in the ASEAN 

region and in East Asia more widely. Perhaps principal within these experiences are 

developments within Thailand. 

 Thai history and Thailand’s social situation are very different from Jamaica’s. 

Jamaica was also a long-time British colony, which practised extensive slavery. The 

memory of forced migrations, resettlement and slavery powerfully inform Jamaican 

culture. Rob Partridge, director of press for Island Records from 1977 to 1990, says:

 The days of slavery are a recent folk memory on the island. They have 

permeated the very essence of Jamaica’s culture, from the plantations of the 

mid-19th century to the popular music of our own times. Although slavery was 

abolished in 1834, the Africans and their descendants developed their own culture 

with half remembered African traditions mingled with the customs of the British.

 (Partridge, 1992, p. 7)

14 An intriguing affirmation of these ideas is the current diversification of Rasta culture, with emphases  
 on iTal eating, a kind of vegan cuisine and approach, and the adoption of Yoga into Rasta lifestyles.  
 Jah 9 is a popular singer in the New Wave of Roots reggae and has been a yoga teacher for 10 years.
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 Thai musicians certainly also challenge and counter hegemonic and 

oppressive forces but not in the same way as countries with a colonial history, 

or those based on the heritage of criminal slavery.15 Thai musicians are still very 

much concerned with oppression, but with those based on historically class-based 

hierarchies and contemporary wealth-based stratification, overwritten by a top-

down cultural imperialism.

 Bangkok has in recent years been a notably revolutionary place. Musicians 

I have watched and interviewed are creating fascinating hybrid works through the 

choosing of revolutionary aspects of a range of western musical forms, since these 

offer similar opportunities for social critique and the possibility of liberation.

Image 6 Sticky Rice gig flyer, Youtube screen grab, creative commons licence.

 One such collective is The Sticky Rice, fronted by Dr Dapookster. The band 

combine deep dub reggae with melodies reminiscent of post punk bands like the 

Smiths, the Police or the Cure. ‘Prog rock’ keyboard solos reminiscent of ELP’s Keith 

Emerson or Rick Wakeman from Yes blend with experimental moments that recall 

composer Robert Wyatt. These Thai musicians have found aspects of Western pop 

music that oppose and stand in conflict with mainstream politics and social norms, 

aspects that represent freedom and the inevitability of change. Whether these aspects 

are taken from music that is consistent in terms of genre or period is less of an issue. 

15 Thailand does have one brush with slavery: the Japanese treatment of prisoners of war in Thailand
 during World War 2.
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This ‘picnicking’ at the table of global music is profoundly post-modern but, in marked 

contrast with much creative output sitting under that umbrella, is also conceptually 

and politically serious and, because of that, riveting. Rasta is clearly Dapookster’s root 

position. I interviewed him and have no doubt that he is sincere and sophisticated in 

his understanding of his credo. Rasta is the lifestyle and belief system that inspires 

their mission. For him and others, therefore, dub reggae is the musical anchor and the 

centre from which their experiments radiate. The manner in which they then radiate 

outwards stylistically – catching, sympathetically citing and exploring all manner of 

references – is a joyful thing to witness. Seeing The Sticky Rice for the first time and 

watching and hearing them throw an array of fragments into the air and then weld them 

into an unpredictable yet cohesive and joyful whole felt like a revelation. Their music 

essentially is an embodied musicology. At the time, I had forgotten that all the music 

they were referencing originally shared the same natal conditions: it was all spawned 

in the same political and social circumstance at the same time. The sense of revolution 

in Robert Wyatt’s Soft Machine or the Cure is similar to that in Marley, despite the 

radically different ways in which it is expressed. Bringing them together in the way 

that Sticky Rice does reminds me again something I once knew but had forgotten. 

Image 7 Sticky Rice at the Alchemist, collection of the author, used by permission.

 Bob Marley had a stated desire to bring people and music together “Black 

and White, uptown and downtown”, as his girlfriend Cindy Breakspear expressed 

it in Kevin Macdonald’s documentary.16 Through their multitudinous refractions, 

repurposings and reinterpretations of specific musical moments—through catching 

ideas, sounds, words and melodies and throwing them out in a polychrome spray—

16 “Marley,” directed by Kevin Madonald, 2012.
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Rasta musicians in the ASEAN region continue to realise this coming together in 

new ways that could not have been foreseen, anticipated or predicted. Through their 

work Marley’s legacy lives on, and the future for this music continues to be vital 

and exciting. Had Bob Marley lived to see it I cannot believe he would be anything 

other than deeply delighted. 
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