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About

Pulse: Journal for Music and Interdisciplinary Practices

Pulse is an online journal exploring all aspects of contemporary music life. Issues will be published

three times per year: January, May, September.

Pulse publishes peer-reviewed articles in both English and Thai.
Aim

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.
Scope

e Performance Practice: Performance, Interpretation, Historically and Contextually Informed
Practice

e Creative Practice : Composition, Performance, Improvisation and Experimental Practice

¢ Innovation and Design: Acoustics, Instrumental Design and Interactive Platforms

e Interdisciplinary Studies: Collaborative Performances, Cross-Media Art/ Multi-Disciplinary Projects

e learning and Teaching: Pedagogy, Teaching Approach and Experience Design

e Music and Society: Social Engagement Projects, Music in Public Spaces, Music and Well-being,
Cognition and Perception

e Cultures and Aesthetics: Musicology, Music Archeology, Cultural Discourses, Diversity

and Interculturality

Contact Information

Princess Galyani Vadhana Institute of Music
2010 Arun Amarin 36, Bang Yi Khan, Bang Phlat
Bangkok, Thailand 10700

Telephone: +66 (0) 2447 8594-7

Fox: +66 (0) 2447 8598

E-mail: pulse@pgvim.ac.th

www.pulse.pgvim.ac.th



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.
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Welcome to the second volume of Pulse.

Last April at the Thailand Culture and Design center in Bangkok, PGVIM hosted “PULSE”, a week-
long festival showcasing the artistic research of our postgraduate student community. The work
on display included performances and installations that explore the dynamic relationship between
tradition and innovation while providing thematic illustrations of contemporary themes. All the work

on display reflected the sensibilities of a new generation of artists and practitioners.

On the last day of the festival, we launched this new journal in good company with an international
panel of guests and long-time collaborators, each of whom shared their unique perspective on the
vision of this new platform. One of the questions asked was one that comes up anytime a new

academic journal is launched: Why do we need a new journal ?

The enthusiasm generated by the discussion that followed was palpable. Pulse is designed to be an
alternative academic music journal committed to looking not only within but also outside academia,
and to promoting interdisciplinary discourses. The cornerstone on which pulse is built is inclusion -
we strive to include rather than exclude voices; to foster connections among the wide community

of artists, students, music lovers, professionals and amateurs.

In order to do justice to the rich and diverse expressions that characterise musical life in Southeast
Asia, we are committed to publishing work that utilises a wide range of methodologies and dissemination
approaches. One of our guests at the PULSE festival expressed the desire to ‘turn academic writing
into a digestible piece of communication’, while another advocated the need to reinstate ‘artistic

production as a form of scholarly production.’ Both approaches are welcome at PULSE.

It is from this open, welcoming stance that PULSE plans to include in future issues not only academic
articles, but interviews and personal accounts by pedagogues, performers, composers and art
practitioners sharing original ideas and innovative work as well as reviews of books, documentaries
and recordings. We also plan to provide links to the artistic project documented in our published

papers whenever possible, so that readers can experience the work itself first hand.



This second publication offers a wide and eclectic range of papers on topics related to music making

in Southeast Asia.

Anant Narkkong reflects on the live performance of the 1927 movie “Chang”, revisiting the
language of silent cinema as well as expanding the boundaries of Thai traditional music and sonic
creation while paying homage to the legacy of the late Bruce Gaston who sadly passed away last
year. Alex Dea offers a personal account of his forty years of assimilation of Gamelan culture, and
elucidates the connections between Javanese street traffic and the philosophy of improvisation.
Septian Dwi Cahyo shares his exploration as a composer of the ‘liminal’ space between Indonesian
musical expression and that of adopted western idioms. Solaiman Jamisolamin shares an overview of
the evolution of Haplos, a program designed to help patients with Hemophilia in the Philippines.
Kunthee Banjukeaw provides a philosophical reflection on the aesthetics of experimental electronic
music, with particular attention on the ever changing phenomenon of change within human
perceptions in relation to our cultural environment. Finally, Sethapong Janyarayachon shares
his fascination with the Baroque flute repertoire of Couperin and offers insights into his own

interpretation and experience with the music.

Pulse is a trionnual publication with volumes published in May, September and January. We
accept submissions year round and are looking specifically for items that offer original arguments
with the aim of advancing knowledge in the fields of musicology, pedagogy, performance, and

interdisciplinary practices.

We hope you enjoy this volume and being a member of our artistic and scholarly community. !

The Pulse Editorial Team
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PGVIM

The Princess Galyani Vadhana Institute of Music, Thailand
tokes 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 84" 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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Chang - live music for a 1927 silent film
by Bruce Gaston and Fongnaam

Anant Narkkong

Abstract

In 1983, the silent movie Chang: A Drama of the Wilderness, filmed in Thailand
(Siam) in 1925 by Ernest B. Schordsack (1893-1979) and Merian Coldwell Cooper
(1893-1973), was presented with a new soundtrack written by Bruce Gaston and the
Fongnaam ensemble. Gaston’s music transcended the common format and nature of
the movie soundtrack. His work probes the relationship between the past, the present
and the future through the fusion of a wide variety of musical styles, including various
genres of traditional Thai music, modern Western music, Thai theatrical music and
voice, folk music from the jungle, computer generated sound effects and soundscapes,

and sounds from newly invented musical instruments crafted by the artist himself.

The pictures on the screen, the live performance of the musicians in front of the
screen, and the experience of the audience participating in this theatrical event was
a breakthrough in the integration of musical art and science in Thailand. This paper
documents and analyzes this important artistic work, with discussion of the premiere

performance in 1983, as well as later performances.

Fongnaam performing at PGVIS 2022
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The impetus for this paper was a performance that took place on August
22 2022 at the Auditorium of the Princess Kalyani Vadhana Institute of Music in
Bangkok, Thailand. On that day, the film Chang: A Drama of the Wilderness was
screened accompanied by live music composed by Bruce Gaston. The perfomers,
including myself, were members of the Fongnaam ensemble and former students
of the late Bruce Gaston. Following the performance there was a short discussion

between the anthropologist Yukti Mukdawijit and myself.

THE RESTORED LOST MASTERPIECE
BY THE MAKERS OF 'KING KONG'

“Chang” means an elephant. The film, Chang: A Drama of the Wilderness,
is a black and white silent film, 68 minutes in length, with occasional English
intertitles. The film project was launched in 1925 by American filmmakers Ernest B.
Schoedsack (1893-1979) and Merian Coldwell Cooper (1893-1973) with financial
and technological support from Paramount. Chang was filmed in Thailand (Siam)
during the reign of His Majesty King Vajiravuth Rama VI and was shot over 18
months in several provinces, including Nan, Phrae, Phatthalung, Songkhla, Trang,
Suratthani, and Chumphon. The main characters were ethnic Thai farmers, forest

hunters, local villagers, and wild animals, including 400 elephants, tigers, leopards,

' See: Theodor W. Adorno, Philosophie der Neuen Musik, Frankfurt 1972



monkeys, bears, and gibbons. The film premiered in the United States in 1927 at the
Riviera Theater in New York. Chang was nominated for Best Picture in the inaugural
1927 Oscar Award. It’s first screening in Thailand was in July 1928. Chang was an
international success. The same filmmakers went on to create an even more famous

film, King Kong, a romance-tragedy featuring a giant monkey.

Chang begins with a small family in the forest of northern Thailand. Members
of the family include Kru (the father), Chantui (the mother), Nah (the son), Ladda (the
daughter), a newborn baby, and Bimbo (a domesticated gibbon). As the story opens,
the family lives together in peace. The father’s main jobs were farming and cutting
trees to build houses. Wild beasts would disturb and devour their pets from time to
time, but the father managed to stop them. If the beast were more harmful and beyond
the father’s ability to protect his family, he would seek help from the village hunters to
help defeat them. One day, the family found that the elephant invasion had damaged
their rice fields. They dug a trap to catch the elephants. Eventually however, a baby
elephant fell into the pit. The family decided to adopt the baby elephant. The baby’s
mother, angered at the loss of her child, came and broke into the house and destroyed
everything. The whole family had to flee and ask for help from other villagers. Soon
however, hundreds of maddened elephants began flocking to the village. People ran
for their lives, and the whole village was completely destroyed. The villagers devised
a tactic to take revenge by capturing and taming all the elephants. Eventually, they
trained the elephants to work them and peace was restored. The film concludes that
humans tend to consider themselves to have abilities superior to other animals, and
this can create danger. The film is an examination of the tension between man and

nature, and of man’s efforts to control nature.

I will focus on three topics in this paper: 1) the history of live music
accompaniments for silent films in Thailand; 2) the mmusical interpretation of Chang
by Bruce Gaston and the Fongnaam ensemble; 3) the return of the silent films Chang

and new Fongnaam live music in 2022

13
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1) The History of Live Music accompaniments for Silent Films in Thailand

Every on-screen live-action experience allows viewers to use their
imaginations. A moving image and a silent narrative text known as “silent films”
of the late 19th and early 20th centuries opened up great artistic opportunities for
musicians. Improvised music and sound experiments were applied to film screenings
to enhance the magic of the cinema from the early days of the artform. Many people
have added unique sounds with different voices, sound effects, and carefully crafted
compositions to silent films.' Later in the 1930s, as technology advanced, light and

sound were unified, creating a new standard for modern cinema.

In Thailand in particular, live music performed in front of a screen has been
a popular entertainment since the establishment of cinema. Silent films from Europe,
America, Japan and other Southeast Asian countries, were shown in Thailand (Siam)
since the end of King Rama V’s reign in the early 1900s, and became numerous by
the time of King Rama VII’s reign in the 1930s. Live music of the past included Thai
mixed string ensembles, called krueng sai psom, or brass bands, called traewong,
would play in front of the theatre entrance to persuade people to buy tickets.
Once the film started, the musicians would move inside the cinema and play an
accompaniment to the story on the screen. Some legendary Thai ensembles, such
as the Nai Goon ensemble (mixed string ensembles), Nai Noree ensemble (mixed
stringed ensembles), and Nai Ha Chiang Tan band (brass band) accompanied silent
films during these early years of cinema. Famous film houses included Wat Tuek
Japanese Cinema, Phatthanakon Cinema, Nakon Kasem Cinema, Penang Cinema,
Raka Cinema, Chalermkhet Cinema, and Chalermsri Cinema. Later, companies that
imported films from abroad, such as Roob Phyont Company, Phatthanakorn Company,

and Nakhon Kasem Company, created their own businesses of making musical

' Notable composers in the silent film era include John Stepan Zamecnik (1872 — 1953),
Richard E. Hildreth (1867-1943), and Maurice Baron (1889-1964).

See Martin Miller Marks (1997). Music and the Silent Film: Contexts and Case Studies, 1895—
1924. New York: Oxford University Press. See also Gillian B Anderson (1988). Music for
silent films, 1894-1929. Library of Congress, Washington, monographic, 1988. Pdf. https://www.
loc.gov/item/870262438/.



accompaniments to films. It was a new and extraordinary business in Thailand for
musicians. Prior to the advent of cinema, Thai traditional musicians played only in
merit-making rituals, ceremonies, Khon masked dance, Lakhon theatre performances,
and traditional festivals. Film provided Thai musicians with both a new artistic
outlet and a new source of revenue. The music played by the Thai string ensembles
and brass bands were not the specific film scores one would hear elsewhere for the
same films. They were songs sung and played for enjoyment, often with a simple
and well-known melody. Theatrical “Naphat” songs, such as Cherd, Rua, and Oad
were sometimes played to create a conforming atmosphere for the scene. The music
could thrill, delight, or sadden Thai audiences, who were familiar with the music
from Khon masked dance and Lakhon. Familiar music was used to help make the
audience emotionally invested. In addition, brass bands composed special marching
songs, with titles such as In front of the Cinema March or Prelude March which
sounded similar to Thai popular songs. After World War II, movies with audio came
to replace silent films. Consequently, live music performances in front of the cinema

and during the shows disappeared.

2) The musical interpretation of Chang by Bruce Gaston and Fongnaam

The music of the early films was different from modern soundtracks. Modern
movie soundtracks typically follow the script and are guided by the scene’s mood.
Modern soundtracks tend to smoothly fit the cinematic atmosphere and support the
dramatic effects of the visual narrative onscreen in a manner that does not distract

the audience.

Chang was long forgotten by 1982, when it was rediscovered by Dome
Sukwong, a film historian and founder of the Thai Film Archive. Sukwong received
a 16 mm film copy of Chang from the U.S. Library of Congress. At that time, he
launched a campaign to promote Thai people’s awareness of the importance of old
film preservation. Several carefully selected world-class silent films were shown
every two weeks at the AUA Language School Bangkok and at the Faculty of
Arts at Chulalongkorn University. Sukwong worked with the American pianist-
composer Bruce Gaston, who played live piano for several silent films at AUA and

Chulalongkorn University. In late 1983, Sukwong invited Gaston to perform piano

15
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music for Chang. But when Gaston first witnessed the astonishing scenes of this
silent film, he decided that improvised piano performance could not do the film
justice. He decided to bring in a Thai music band and to combine it with electronic
music to create a more specialized sound. Gaston had studied Thai music in depth
with Kru Boonyong Ketkong, and they co-founded the Fongnaam band together in
1982. Gaston’s decision to change the musical performances for this silent film not
only created a new opportunity for the Fongnaam band to create a new kind of Thai
music, but also allowed him as a composer to create an entirely novel kind of movie
soundtrack. Gaston’s instrumentation and use of Thai songs did not follow the old

traditions of silent film music.

Fongnaam at AUA in 1983

Fongnaam’s first performance of live music for Chang was given at the AUA
Auditorium on November 22, 1983. The musicians were early Fongnaam members
Boonyong Ketkhong (gong circle), Boonyang Ketkhong (bass xylophone),
Chamnian Srithaipan (flute), Bruce Gaston (leading xylophone & electronics
keyboard), Annop Jansuta (Drums), and Jiraphan Angsavanon (electric guitar).
The instrumentation were piphat instruments associated with Thai royal court
and ceremonial music, and folk instruments from the north of Thailand, including
the sueng (long-neck lute) and salor (coconut fiddle). Several small percussion
instruments were also used in this first performance to create color during the forest
music scene. The most prominent repertoire was the ancient suite, Phleng Ching
Chang Prasan Nga (“Elephants gather their tusks together”), which was used as the
main theme of the show. There were several traditional theatrical songs played by

Boonyong Kethkong with keyboard improvisation by Bruce Gaston. According to



Sukwong, the performance at the AUA was successful. A full house of both Thai and
foreigners came to the event. The musicians and the audience both faced the screen.

They watched movie together while the spinning film rolled forward.

A second live performance took place in 1990 at the National Theater and the
National Museum, Bangkok at a charity event titled Chang Chuay Piano (“Elephant
helps the damaged Piano”) curated by the Cultural Affairs Association along with the
Thai Film Archive and the Dinsorsee group. The main purpose of this event was to
raise funds for the conservation and repair of the antique Piano that once belonged
to the Siamese prince. This performance was presented by the 2nd generation of
Fongnaam members, including Boonyong Ketkong (bass xylophone), Bruce Gaston
(electronic keyboard & drums & pi jum), Lamoon Phuakthongkham (leading
xylophone & “manni xylophone”), Phin Ruangnont (Taphon drum & bamboo tubes),
Prasarn Wongwirotrak (gong circle & sung & salor), Kaiwan Tilogavichai (computer).
The band instruments included the Central Piphat instruments, Northern Lanna
instruments, bamboo musical instruments from the Manni ethnic group of southern
Thailand, and a synthesizer. A new overture, Aiyaret, composed by Boonyong for the
Piphat ensemble, was performed prior to the film. A special program booklet titled
“Chang Music Festival” was also produced.[ ] In late 1990, the American film
company Milestone was legally authorized by the US government to manage the
public rights of Chang. Milestone has restored the film, changing it from 16mm to
35mm film. The company also officially commissioned Bruce Gaston to compose

the film’s soundtrack.

Bruce Gaston spent a lot of time studying the film in detail. He analyzed
every aspect of the visual content and the subtle elements in the performances of
actors and behavior of the animals.? He redesigned the sounds of nature using his
computer programs and experimented with various combinations of different musical
styles. He also relied heavily on advice from Boonyong Ketkong. The long-term
experiences and memories of both teacher-students have been preserved in many

of the songs that appeared in this new work. These new songs include a complete

2 The description of Gaston’s working process presented in this paper is based on my personal

experience of working with him from 1989 until his death 2021.

17



18

version of Phleng Ching Changprasarn Nga, Krow Khaek Ngor thao, Fongnaam

chandio, and Boonyong’s rearrangement of Naphat’s song Krow Nok.

Bruce Gaston eventually brought the Fongnaam band to the center stage
recording studio to record the soundtrack. Guest artists such as Suwit Kaewkamol
(oboe & flute), Lerkiat Mahavinichaimontree (saw sam sai three stringed fiddle),
Sombat Sangvienthong (narrator), Solot Kooptaratana (bamboo) joined the event. It
took almost three months to complete the entire job. Various elements were added
during the recording process, such as the narration of Nang Yai’s tradition, the electric
fanfar prelude, the new Lanna song, the Munni ethnic voices, and the orchestration of
natural sounds. Bruce Gaston and Milestone’s work was eventually sold in cassettes,
CD and in videotape. Table 1 below shows the instruments used in the soundtrack,
grouped according to type. Table 2 shows the various songs heard on the soundtrack,

grouped according to type.

Central Thai Northern folk | Imaginative jungle | Electronics

instruments instruments instruments instruments

Pi (oboe) Salor (fiddle) | Manni xylophone | Synthezither

Khlui (flute) Sueng (lute) Bamboo tubes Computer-
(stomp) generated

sound system

Ranat ek (leading Kangsadan (Moon

xylophone) shaped bell)

Ranat thoom (bass Cow bells

xylophone)

Khongwong Yai (large

gong circle)

Taphon (double-sided
drum)

Klong thad (big drums)
Ching (hand cymbals)
Mong (big gong)

Saw sam sai (3 stringed
fiddle)

Saw Ou (bass fiddle)

Table 1. Instruments heard on the Chang soundtrack, recorded in 1990.



Traditional Thai | Northern folk | New Composition Improvisition
song song
Ching chang Fon Ngew Fanfare The gibbon
prasarn nga music
Cherd phama Ngew Vientiane | Patomkaal - the The forest
beginning wakeup
Cherd khaek Ruesii long The Crude Axe The Stampede /
tham Chang destroys
the village
Khom klom look The Goat and the
Leopard
Khamen lai kwai Mantra
Kraw khaek ngor Escape down the
thao river
Chang kin A night in the Jungle
baiphai
Cherd Jeen Fongnale
Kraw talung
Mungkorn thong
Maewonluk-laa
Kraw nawk
Cherd nai

Table 2. Songs on the Chang soundtrack, recorded in 1990.

Gaston and the Fongnaam ensemble did not work from written scores. All
musicians worked using the oral tradition, learning and memorising their parts by

heart. The soundtrack includes several improvisations as well.

Fongnaam in the UK in 1991
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In June 1991, the Fongnaam ensemble traveled to the United Kingdom. They
spent almost a month performing and recording in several cities, including London,
York, Suffolk, Birmingham, Liverpool and Bournemouth. One of their most important
activities was performing live along with the new 35 mm restored version of the
Chang film. Fongnaam members in the UK chapter include Boonyong Ketkong
(bass xylophone), Bruce Gaston (electronic keyboard & drums & pi jum), Lamoon
Phuekthongkham (leading xylophone & “manni xylophone”), Suwit Kaewkramon
(oboe&flute), Phin Rueangnon (drum & bamboo), Somchan Boonkerd (drum &
percussions), Prasan Wongwirotrak (Gong circle & sueng), Kaiwan Kulwattanothai
(computer), and myself (percussions). During this trip, Fongnaam shared experiences
from the past in Thailand, especially in relation to differences between Thai and
British/European audiences’ perspectives. The band also explored new methods for
controlling synthetic sounds through Apple computer technology. This trip was the
last time that Bruce Gaston, Boonyong Kethkong and the band members worked

together on live music for the film.

3) The return of the silent films Chang with new live music in 2022[]

Fongnaam team at Lido in Bangkok 2022

Over the next three decades, several former Fongnaam members, including
Boonyong Ketkhong, Bruce’s mentor, passed away. In late 2021, Bruce Gaston himself
passed away. Shortly after his death, Maren Niemeyer, the director of the Goethe
Institute Bangkok, hosted the Open-Air Kino Festival. She invited the Fongnaam band



under the new leadership of Theodore Gaston to perform special live music for Chang
in remembrance of Bruce Gaston’s contributions to contemporary Thai society. The
Goethe-Institut contacted the Milestone company for a screening license and asked for
anew digital film copy in high resolution. Apart from the old members of Fongnaam,
which consisted of myself, Kaiwan Kulwattanothai, and Prasarn Wongwirojrak, the
following new members performed as well: Lerkiat Mahavinitchaimontree, Somnuek
Sang-run, Tossaporn Tassana, and Kriangkrai Wareewat. The performance took place
on February 1, 2022. This performance was as spontaneous and alive as those that

were given when Bruce Gaston was alive.

Reviving the live music to accompany Chang was exciting for all of those
involved. Due to the length of time that had passed since the last performance, we
had to revisit the scenes’ details and trace the songs that Bruce Gaston had written
and arranged. Modern computers couldn’t read the old diskettes, so we had to find
another way to get to know our parts. The original music software also no longer
functioned. Therefore we had to find modern software and sound technologies to
replicating the original soundtrack and sound design. We eventually managed to
recreate the sequence of live songs and pre-recorded sounds based on the movie’s
timecode. Table 3 shows the music cues for the performance. Notated musical

examples can be found in the appendix.
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Narration

Lead Vocal -
chorus - Taphon

- Klong thaad
2 0.01.51 | Fanfare Electronics -
Klong thaad
3 0.02.47 | Narration | Lead Vocal -
chorus - Taphon
- Klong thaad
4 0.03.57 | Mong saec | Lanna instruments
mong - electronics
5 0.04.39 | Ngew Lanna instruments
- electronics
0.05.40 | Improvise | Forest Percussions
0.06.06 | Ngew Lanna instruments
Vientiane | - electronics
0.07.16 | Improvise
9 0.08.40 | Cherd Piphat mainuam
kaek (old | (soft-style piphat)
version)
10 | 0.09.02 Improvise ]
11 | 0.09.58 | Khamen lai | Piphat mainuam
kway (soft-style piphat)
12 1 0.10.30 | Improvise
13 | 0.02.16 | Khom Saw samsai &
klom luk Piphat mainuam
14 Forest Forest Percussions
soundscape | & sound effects
15 | 0.20.12 | Kraw Manni instruments
khaek ngor
16 |0.23.29 | Kha Manni instruments
17 Improvise
18 |0.26.30 | Cherd Manni instruments
khaek
(Montri
Tramote’s
version)




19 | 0.07.10 | Improvise | Manni instruments
based on
Bruce
Gaston’s
pigmy
music
20 | 0.29.29 | Cherd chan | Manni instruments
deo
21 | 0.30.50 | Improvise
22 | 0.31.15 | The hermit | Lanna instruments
lost in the
cave
23 | 0.32.52 | Improvise
24 1 0.33.56 | Ngew Piphat mainuam
(soft-style piphat)
25 | 0.35.00 | The golden | Piphat mainuam
dragon (soft-style piphat)
26 | 0.35.51 | The golden | Piphat mainuam
turtle & (soft-style piphat)
Chang
Prasan Nga
27 | 0.38.50 | Improvise
28 | 0.40.03 | Cherd Jeen | Piphat mainuam
(soft-style piphat)
feat Saw Duang
29 10.42.50 | Cherd Piphat mainuam &
Phama Javanese oboe
30 | 0.44.46 | Improvise
31 | 0.45.09 | Lukwonmae | Piphat mainuam &
&La Javanese oboe
32 | 0.46.28 | Improvise
33 1 0.47.13 | The Piphat maikhaeng
monkey (loud-style piphat)
and with Javanese
Elephant oboe
34 | 0.48.53 | Improvise | Klong thaad drum
35 | 0.54.25 | Boonyong | Piphat maikhaeng
Kethkong’s | (loud-style piphat)
Krawnok
36 | 1.01.07 | Cherd nai | Piphat maikhaeng

(loud-style piphat)
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37 | 1.02.41 | Narration Lead Vocal -
chorus - Taphon
- Klong thaad

38 | 1.04.23 | Fongnale Piphat mainuam &
Lanna instruments

Table 3. Music cues for the 2022 live performance of the silent film Chang

with music by Bruce Gaston.

My most thrilling memory is of returning all the Thai instruments back to
their original tuning frequencies, as heard on Bruce Gaston and Boonyong Kethkong
original recordings from thirty years ago. This was necessary since the current tuning
system of Thai instruments and electronic instruments has changed dramatically over
the years. This is especially true of Thai instruments, which are now tuned according

to the Western system.

Nowadays, the young generation uses computer applications and the internet
to make rehearsals and concert management run smoothly. New and old were brought
together in this project: digital monitors with guidelines and timecodes were combine
with the original Fongnaam musicians’ special memories to bring Chang to life once

again.

From May 6 to 8 2022, FAAMAI Digital Arts Hub at Chulalongkorn
University, in cooperation with the Ministry of Culture and the Goethe Institute,
hosted a live music performance of Chang by Fongnaam. The screening and
performance took place at the Lido Cinema in Bangkok. Thailand. In addition to the
screening and performance, the event featured exhibitions, bilingual program notes,
and a bilingual discussion by people who knew Bruce Gaston and the film. This
performance was designed to uncover and disseminate knowledge of the techniques
used by Gaston to combine Thai music and computer-controlled electronic sounds

for the specific purpose of accompanying a silent film.

The latest performance took place on August 22, 2022, at the Princess Galyani
Vadhana International Symposium (PGVIS). The silent film and live music once

again brought to life a work of art that connects past, present and future. Staff at



the Princess Galyani Vadhana Instite of Music added video mapping to enhance the
beauty of the film.

To me, anytime silent film and live music appear together, it signifies our
special waikruu: a commemoration and a celebration of the beautiful spirit of Bruce
Gaston, a teacher, a composer, and innovative genius; an artist that embodies the

spirit of both traditional and contemporary Thai music.

Fig 7. Bruce Gaston

As a coda of to this paper, I quote the remarks of the Australian
ethnomusicologist John Garzoli, whose thoughtful words express well Bruce Gaston’s

monumental achievement with this work:

The value of creating a musical accompaniment to the movie “Chang’ is to
voice the sound of people in the culture where humans coexist with animals
and the transition of such culture and environment. The music created by
Bruce Gaston and Fong Naam reflects Gaston's desire to faithfully honor the
beauty and dignity of the musical past while staring directly into the eyes of the
future and grabbing it with both hands. The sounds represent a monumental
leap into an unknown new world that continue to raise questions about

Thailand s eternal struggle with the excesses and shallowness of modernity.

Although the screenplay was created by foreigners who traveled across the
sea to capture Siamese culture 95 years ago, the trim is an important piece

of evidence in the history of filmmaking in Thailand since it reveals the ways
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of thinking that influenced the way films were made. A number of questions
in relation to Bruce Gaston's approach to the trim and the sounds he created
from pictures on the screen await consideration, if not outright answers. His
revolutionary approach to rearranging musical tunings and pitch within
his overall sound design stands out as a significant musical and cultural
question. It is also worth considering the changeable nature of his multiple
perspectives as he was simultaneously cast as a performer, composer, and
audience member with special license to shape the performance through his

direct creative interventions. ( Garzoli, 2022 p.25)
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Appendix

Examples of Thai theatrical songs performed live by Piphat magnum and
Piphat maikhaen g ensemble as an accompaniment for the silent movie Chang.

Please note that the written versions are guidelines for improvisation.

Cherd Kaek

Cherd Kaek

(Montri Tramote)
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Cherd Jeen

(3rd Movement)
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Jamming: How Traffic and Javanese Gamelan
Improvisation Music Works

Alex Dea

This paper is a refinement of a presentation for the ICTM (International
Council for Traditional Music) PASEA (Performing Arts of South East Asia) Study

Group meeting in Bali, Indonesia on June 16, 2014.

Introduction

In over forty years of studying to fathom the music of classical Central
Javanese music - by applying my Western training- I have found that the precision
in the West which is associated with scientifically measurable exactitude is not
something which is aesthetically - or perhaps even possibly- desirable in Javanese
music or culture. While a Western approach is to look for operational principles and
the consistent application or repeatable evidence of some underlying principles,
Javanese gamelan does not seem to have this type of consistency or systematic

regularity.

In this paper, I will analogize how traffic jams can explain musical
improvisation (jamming). For long, I have noticed the way cars, motorcycles,
bicycles, and pedestrians negotiate traffic in a Javanese street. Watching street
traffic, I see that individuality, togetherness, freedom to improvise (going against
traffic), and unspoken signals parallel the way in which musicians interact during
music-making. I will mention some well-known gamelan theory and terminology
such as gatra, cengkok, wilet, séleh, and plesedan to show how street traffic helps
me to play music better. A more detailed examination with musical examples will
be made available in a future paper. This paper aims to present, at a high level,
an attitude of self-discovery for non-Javanese to consider when playing Javanese

gamelan music.



My observations of Javanese musical interactions will produce somewhat
tongue-in-cheek ironic jest “principles” such as Principle of Flow, Principle of
Go Together, or Principle of Inconsistency. I am not proposing a framework for
intellectual discourse. Probably no Javanese musician would recognize or be aware
(or care) of these so-called principles. Here, my jests are to point to the importance
of rasa (feeling) and enak (tasting good) in Javanese classical gamelan musical

practice.

How I Started

Following Hood’s concept of bi-musicality of play-as-research and
research-as-play, I am a prototype extreme ethnomusicology practitioner. I have
had the great fortune to play-research in Jogja and Solo continuously since 1992.
I do not have to come to Java for fieldwork. I live in the field. At my teacher Pak
Cokro’s house in Jogja where I have lived since 1992, there were regular rehearsals.
The best RRI national radio and Paku Alaman palace players came every Tuesday
night to play the more esoteric compositions. When I practiced rebab (Javanese
two-string spiked fiddle) and gender (a metallophone played with two hands) late
into the night, Pak was sleeping in the next room, and in the morning, he would
comment on my progress. In Solo, I lived in the house of dhalang (shadow theater
master) Anom Suroto’s house, and followed him to rehearsals and all-night shadow
plays. In the afternoons, I joined the Mangkunegaran Palace practices, and in
the evenings, I could rehearse with expert players from the high school (SMKI,
previously Konservatori Karawitan Indonesia) and university of arts (then ASKI,
then STSI, now ISI), and the RRI radio station. I have played with and learned from

a gamut of experienced players and teachers.

With full-time research, I reached a conundrum of whether I could ever
play gamelan “Javanese” to a level like Asian classical musicians have achieved in
performing Bach, Beethoven, or Bartok et al. After I learn all the melodic patterns
(cengkok) and the way they are put together, and I can play a number of pieces, then
what? While the Asian player has the advantage of finding scores, notations, and

many excellent recordings, I did not have that canon of Javanese gamelan.
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Therefore 1, as also many other foreigner students did, recorded as much as
possible, got data; transcribed; deconstructed; found parallels; made things fit to my
own understanding. But, even if I could record the same musician playing the same
compositions over a long period of time (which I did), would I understand what I
desired? I achieved a certain level of technical skill, but the question is do I really
play “Javanese”? Can I learn another person’s culture? How would I know that it is

achieved ?

A Sidetrack

In 1976 1 was on a visa break in Singapore— a different time when the
divide of cultures was much wider than the current compression of the internet and
globalization. The background music at the lunch place was a song by the famous
rock band Fleetwood Mac. I was comforted after a year of intense Javanese and
Indonesian musical fare. But, something was amiss. It turned out to be an Asian
copycat band. Feeling both delight and discomfort, I appreciated the copycat band’s
love of the music, but also could not bear to hear the misunderstood feeling and
flow of the song. The copycat had all of the notes correctly. [ am sure they had—as
I do with notations of my teachers—faithfully dissected and memorized every note
of Fleetwood Mac’s recording. But something essential was missing. I suspect that

my study of Javanese music lacks this same. But how would I know?

What kind of investigation opens the door to understanding what even
the most humble Javanese gamelan player knows, but which I in the West do not
know? Most if not all of the gamelan musicology literature is systematic-oriented,
scientific-oriented. Western music, often, cherishes and respects technical skill,
virtuosity, and regularity. Being from the West, my efforts have been biased to the

intellectual and scientific, theoretic and rational.

I had studied the canon of gamelan, poring over the notations of rebab of
Jumadi and the gender encyclopedia of Martopangrawit, and discussing with other
American students about stereotypical melodies — putut gelut, ayu kuning, debyang-
debyung, and kacaryan—to find out how it all fits together with the theories of

Hood, Becker, and Sumarsam.



I have followed the river and the current of the developments of gamelan-
ology such as “nuclear theme”, “inner melody”, and “gatra” (four-beat unit of
music) with some suspicion although these concepts have certainly been helpful in
contextualizing and giving a framework from which to study. But have I studied the

correct things?

The bulk of “ology” of gamelan has been a particular way, and its influence
has been aptly summarized by Sumarsam in chapter three The Impact of Western
Thought on Javanese Music in “Gamelan: Cultural Interaction and Musical
Development in Central Java”. “The impact of Western Thought on Javanese views
of music evidences the concentration on a certain focus which is intellectual rather

than instinctive.”

This impact has been my own making. Because Martopangrawit stands out
from other gamelan musicians for being able to articulate things in a way which
the western mind understands certain things quickly, perhaps the writings of an
instinctive master—as he certainly was— has received overemphasis on something

which he may have not wished for students!

Fortunately, I was able to meet someone who was also much revered by the
western students and was at the same level of proficiency and teaching capability as

Martopangrawit.

Don’t Too Much Teori!

Pak Cokro (Wasitodiningrat aka Wasitodipuro aka Notoprojo) taught in
America for over 22 years. I first studied with him in 1972 with vocal lessons,
but only for summer programs. It was only in 1992 when I started living with
him in Java that I started to concentrate on his gendéran and rebab (two advanced
instruments in the gamelan orchestra). After living with Pak for a few years (where
I had the unprecedented fortune of study, with him advising, prodding, pointing me
day and night), I realized that he rarely mentioned any terminology. His teaching

approach was quite different from all gamelan that I had learned.
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He always said that the important thing was “pengalaman” (experience).
When he knew that I had studied the advanced instruments like gendér or rebab, and
had learned enough céngkok (musical patterns) and compositions, he frequently said
that I should make variations. Early during his time in America when we students
were so thirsty to understand gamelan, and when our western mind would ask one
question after another, he patiently explained and played or sang examples. Finally,
he said “Don t too much teori”’. Don’t think too much. Understand by playing. Even
during the fifteen years when I had his highest attention, at most, he said knowing

high and low notes was important. “Make variations, be free, and know the vocal”.

Traffic Jam

This is how I have noticed the way cars, motorcycles, bicycles, and
pedestrians negotiate traffic in Java. When a motorcyclist enters the main street,
he (usually it is male) whizzes in without looking first to see if anyone was already
on the main street. At a red light, it is not certain that drivers will stop. At a famous
intersection in Solo, because it is a T-intersection, all drivers whizz straight through.
Maybe it is okay for drivers on the straightway part of the T-intersection, but a few
years ago, the city planners opened up the T into a regular four-way intersection.

Drivers still whizz right through!

When people cross a busy street, they take what seems like terrible chances,
sometimes ending up momentarily stranded in the middle of the road with vehicles
whizzing by on both sides. Mothers foolishly (in my eyes) end up with small
children by hand. It is likely while the mother is waiting, people may have joined

in, all of them slowly sneaking ahead.

At busy intersections, a driver is forced to wait for the traffic passing by in
front in order to get across it before making a right turn (in Indonesia, the traffic is
the “opposite side” of the American way). But, just like pedestrians waiting, they
each slowly creep ahead, sneaking their way into the crossing lane, until the drivers

on the main road are forced to give way.



If the driver is impatient to wait, instead of sneaking to force the right-left
drivers to give way, he might turn on the immediate near side of the traffic, going
opposite the traffic, thus creating a three-lane street! Eventually, he will find a free

space to go across to the correct lane.

Even when traveling in the direction of the main traffic, drivers will pass
each other, either on the left or the right of the others. (In America, drivers should
only pass on the left of the driver ahead.) Drivers will weave in and out, getting any

small advantage of a few feet ahead. No one likes to stop or wait.

In the over twenty years that I have driven in this madness, I rarely have
seen accidents. So it must not be madness. It is just that I don’t understand the
principles although I have negotiated them well—just like I have reached a certain
level of competence in gamelan playing, but I do not fully understand the principles

of gamelan.

The principles of traffic are: each person looks out for himself, but is aware
of the others; people will cross together, but all working independently; no one
wants to be left behind alone; but no one wants to start out and be the only one

crossing either.

This is the Principle of Flow. Don’t stop, keep going ahead, don’t get too far
ahead, and don’t be left behind. The smaller vehicles move faster and can go here
and there freely. The bigger and heavier vehicles must be given the right of way.
Importantly, “Don’t Look Back”. In Indonesian law, if a vehicle hits another, it is
the one behind who is wrong. The person behind must watch for what is in front

no matter what the one in front does, whether weaving here and there, or suddenly

stopping.

In gamelan, what musicians do not like is stopping. That is the Principle
of Keep Going Forward. In music, if western classical players lose their place,
they would stop until re-synchronized, but a Javanese player might float around,
noodling, hanging around while playing something—anything—until they reach

the seleh (cadence). This is called “ngawur”. Ngawur can be a pejorative term to
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describe that a musician doesn’t know what he is doing (which could be true). But
ngawur can also describe a positive attitude that says, “Let me figure this out. It is

more important to keep the sound going rather than having a gap.” This is Flow.

A corollary to the Principle of Flow is the Principle of Go Together. This
is a strong cultural instinctual behavior: Never Go Alone. How many times have I
shown up at an event in Java where friends will ask “whom did you come with?”
As an American, we go places alone. We are individuals. My frequent answer of
“I came alone” still (although they have known me for so many years) results in
surprise or confusion. No one goes alone; unless there is something wrong, or
secretive. When musicians come to Pak Cokro’s regular 35-day wiyosan (Javanese
traditional birthday), even though they have been coming there for twenty years, if

they have come alone, they will wait outside the gate until someone else shows up.

The Principle of Santai

Closely related to the Principle of Flow is the Principle of Santai. Santai
means to do things easily, relaxed. If I struggle when working on some difficulty
in my gamelan technique, I am probably doing it wrongly. The Principle of Santai
says that it should be done with as little effort, physically and mentally, as possible.
One never sees a Javanese musician grimacing in intense concentration the way

Western musicians might.

There are many ways to see this concept of santai at work. I was watching
the blind palace musician, Pak Karno, hold the gendér tabuh (mallets). His hands
were very loose and the tabuh seemed to float lightly. I recall when I and other
Americans first learned, it was a struggle to find a comfortable hand position.
Damping and the twisting and rotating of the wrists was a challenge and I often
found myself (and I have heard many other foreigner students) banging rather

forcefully and loudly on the keys. Blind Karno seemed to not even touch the keys.



The Principle of Own Way

Another problem for foreigners is learning the rebab (fiddle), perhaps the
premier instrument in classical pieces. I used to get cramps on my left hand (the
hand which does the fingering). Later, I noticed that each Javanese player had their

own way of fingering.

Regardless of short, long, fat, or thin fingers, each player finds their own
comfortable way to play. There is no special attention by teachers of the “correct”
way to hold the bow or to finger the notes. Players usually do not play with the tips
of their fingers as often (mistakenly) happens with Western rebab students who are
perhaps accustomed to (and maybe entrapped by) violin or guitar technique, but use
a variety of touch including the sides of the fingers and the soft flesh of the joints.
Some players seem to just slap their fingers haphazardly (but of course it is not).
This individual way of fingering and bowing results in a wide variety of “voices”.
The same instrument can sound totally different when played by several musicians.

This is due to the Principle of Santai, and the Principle of Own Way.

The Principle of Enak

Besides the Principles of Santai and Own Way, the Principle of Enak is
important. The word “enak™ means good tasting or delicious. This word connects
closely with “rasa” which means “taste” or “feel” or “feeling”. In music (at least in
Solo; Jogja may be another matter), new arrangements, improvisations (as on the
gendér or gambang (wooden xylophone)), or variations in melodic invention (as
by the rebab player or pesindhen (female solo singer)) are judged not so much by
technical rules or considerations but by whether it is “enak”—tastes good, delicious,

or feels good.

The late American composer Richard Teitelbaum, who early in his career
studied Javanese gamelan, recalls Pak Prawoto, the resident teacher at Wesleyan
at the time, teaching students how to play the gong, a seemingly simple instrument
which is sounded only once at the end of each compositional cycle (typically once

every 16 or 32 beats for the short pieces). He said “make feel good”.
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The Art of the “Simple” Instruments

During my first lessons on gamelan, I viewed the so-called colotomic
instruments—the kenong, kethuk, and the kempul—as somewhat elementary
instruments to be theoretically understood, tried a few times before moving on to
the melodically more interesting sarons (xylophone-like metallophone) and bonang
(horizontal kettle-shaped instrument). I was surprised when Pak Cokro said he knew

a Javanese musician who was one of the best kenong players.

It was a wonder to understand how such a simple instrument which displayed
no discernible melodies—primarily a percussion instrument (and very minimalist
at that!)—could require expertise. The simple kenong marks major phrases or sub-
phrases of the gong cycle and indicates and strengthens certain melodic movements
(such as pleseédan). If the kenong sounds the wrong note, other musicians may be
misled about where the melody is going. Or worse, because some compositions
share or have similar elemental phrases (i.e., 5653 2165 followed by 22.. or not),
playing the wrong kenong note may lead musicians to play a different composition.
Never mind that if the kenong sounds on the wrong beat, it would certainly confuse
the musicians. At the very least, it would create disharmony in the musical flow. So,

the kenong player must know many pieces and be sure of the formal structure.

Having finally learned to respect the kenong player for his breadth of
knowledge, I was still surprised when Ibu Tugini, one of the top pesindhen (female
singer), recounted how one day she was entranced by the harmoniousness of the
kenong playing. The touch and timing was so good (she said “enak”—there again
is the importance of rasa). She wondered who made such a beautiful sound. It was
Pak Wahyo, the well-known rebab and gendér expert. She said that Pak Wahyo was
such a feelingful musician that even when he played the simple kenong, there was

something special and extra beautiful about it.

The Principle of Inconsistency

While the Western approach is to look for operational principles and their

consistent application, or the consistent repeatable evidence of some underlying



principles, Javanese gamelan does not seem to have this same consistency (although
it may be a matter of degree). For instance, the pesindheén theory (such as it exists) for
the female vocalist is not comprehensive. It does not address the fact that sometimes
a counterpoint arises where she might go high while the rebab and gendér go low.
The theory does not tell her what to do when the balungan (basic melody) goes
lower than is comfortable to sing—that sometimes, there should be silences even at
the strong cadence points of the kenongan. With large pieces like Morosonjo, if the
singer sings abon-abon (literally shredded beef jerky; meaning additional melodic
phrases) or isen- isen (a filling in) at all the theoretically prescribed places, there is

a certain stiffness and boredom of structural repetitiousness.

Also, there are special melodies (pamijen) for certain pieces which show no
clue what she should sing. These melodies are learned by playing with others and
by being taught (in situ) by master musicians, or at least by musicians who have had

more experience.

In the early 1990s, Supanggah and I were discussing the difficulty of
defining underlying principles in gamelan. He said that the most onerous thing
for Westerners was the lack of consistency. Indeed, everywhere one looks for
regularity in applications of musical practices, one will find exceptions. A telling
simple example is in Martopangrawit’s book Pengetahuan Karawitan where he lays
out the use of gembyang (a musical interval of an octave) and kempyung (a musical
interval approximately a perfect fifth) on the gendér. In Western music practice, one
might expect that—systematically—every scale note would have gembyang and

kempyung applied, but this is not how it is in Java. Why? (Who knows?)

The Principle of Inconsistency could be applied to the larger view. For
instance, the gender, for all its potential virtuosity, is actually not consistently heard
clearly all the time when the full gamelan is playing. Ironically, the gender, and
other instruments, can be difficult to hear when sitting inside the gamelan. As a
player, proximity to some instruments can block out hearing other instruments.
The Principle of Inconsistency means that one should not focus only on any one
instrument of the gamelan. In this way, melody is a three-dimensional object. Even

though one cannot hear the gender all the time, it is definitely missed if it is not
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played. It adds dimensionality to the big ensemble, and is clear when the acoustics

of the pendhopo (open-air pavilion) are especially good.

The Principle of Whole Sound

I wonder if Javanese musicians hear everything. I think they must hear the
gamelan as fragmentally as I do, but they must have another way of understanding
hearing. Maybe, they can hear bits of the different instruments and put them all
together as a whole. It does not matter which bits and parts they hear, but they can
feel the whole—their own version of the whole. This seems congruent with what
Supanggah told me in the early 90s: that he hears everything. In gamelan, I do not
think that one can really discern every note as one might be able to follow a score

of a western orchestra.

To return to traffic: One is aware of everything that one needs to not bump into
anyone, or not to be in someone else’s way. This awareness is also clear in crowds at
the marketplace or bazaar where people can casually mingle with very little touching
of each other. Each person takes special care to be aware. In the same fashion, gamelan

players listen to each other, at least enough to avoid bumping into anyone.

Can one really ‘hear everything’? I don’t think so, but one can perhaps hear
what is needed, not hearing every note of the gendér, rebab, gambang, or bonang, but

enough to know what the other players intend—to the general shape of the melody.

There are many ways in which hearing the “whole sound” operates. Here a
kempul, there a kenong, or one or two beats of a stereotypical pattern structure of
the drummer; this can tell me where I am in the composition structure if I lose the
place while playing. IfThear the male chorus gérong, which typically starts phrases
six beats before the s¢l¢h (cadence), I have plenty of time to remember or figure out

where to play—to end correctly at the seleh.

As a player of garapan (improvisational) parts, I listen so that I can follow
the flow of what I hear. I do not need to hear every single note (that could be a

Western belief that more facts mean more accuracy means more correctness), but |



must hear enough to know-feel. I react or am reminded, or coaxed to play based on
hearing a gender fragment, a gambang going high or low, or a drummer starting a

ngaplak, pilesan or other recognized rhythmic stereotypical phrase.

I take whatever comes to my ear (Principle of Santai and Principle of Own
Way), and then react accordingly and do not worry if the other players are hearing
something else. The correct reaction, like in traffic, is to go when others go (do not

go alone), don’t step on someone (flow), do not make sudden moves (santai).

A good example is the grace of the slow-moving Javanese classical bedhaya
(palaces’ most sacred genre) dance. It is like the oft-compared-to music, moonlight
on water. What gives this quality of flow, of otherworldliness? Dancers learn to see
without looking directly. It is like there is an aura by which they can sense their
position within the space. This is what I can learn when musicians are in noisy

conditions.

The Principle of Whole Sound applies vertically as well as to the melody
(which I consider is horizontal). Verticality is the combination of simultaneous
notes such as: the dyads (kempyung and gembyang) of the gendér; or the kempul
which plays a note which is not the same as the balungan (basic melody); or the
gérong (male chorus) sings a cadence (or mid-cadence) which does not match with
the balungan. This verticality produces differences of thickness and thinness of the
timbre of the whole gamelan—which in turn, could influence a musician’s choice

of what to play.

Verticality is also in how microtonal intervals (embat) can influence a
musician’s musical play. The scale intervals of gamelans are not in standard tuning
(such as equal temperament, or just intonation). From one gamelan set to another,
the frequencies and tunings can differ. Even the precise frequencies of the notes
between instruments within a single gamelan can differ (albeit only microtonally).
Added to the mix is that the singers and rebab player may choose (to give a particular

feeling) to express phrases slightly higher or lower microtonally.
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Pulling It All Together—Let’s Jam.

In this paper, I presented how the analogy of traffic jams can illuminate
understanding, suggest performing negotiation, and help my ability in “jamming”
(musical improvisation). By looking at street traffic, I found how individuality,
togetherness, freedom to improvise (going against traffic), and unspoken signals
parallel the way in which musicians interact during music-making. I have learned to
understand the big picture of the Principle of Santai, Principle of Inconsistency, and
the importance of rasa (feeling) and enak (tasting good). In my research direction,
there are many topics, ideas, and concepts which have congruence and are helpful

referential links to the western ethnomusicological literature.

But after one learns how to play a gamelan composition—when the balungan
and structural elements are understood; when time and synchronization with other
players are achieved; and the cengkok and the garapan are known—how can one
find one’s own way to Enak? How do we know when it tastes good? When rasa
expresses the wilet (variation) of a céngkok? When we can “ngawur” and noodle

around in a nice way?

It is a question of competency. Pak Cokro said that only really good
musicians can play “free”. What does that mean? When he admonished me to go
beyond the techniques and melodies I had learned from him and recordings, and he
said I must make variations, I demurred that I might play nonsense—that I could
certainly make up variations, but how would I know if they were “good”, that they

were enak?

Pak Cokro often mentioned that I (and other students) needed more
pengalaman (experience). He meant that by playing often and in many situations
with many different players, I would begin to sense and understand an acceptable
aesthetic and quality of performance. I must find my Own Way, without force

(Santai).

In this paper, I have contrasted my western scientific theoretic approach

versus something different—more intuitive, less consistent. The subtext may have



implied that on one side was the Martopangrawit versus the Pak Cokro. This is far
from correct or from my intention. Martopangrawit is one of the great masters in the
same pantheon as Pak Cokro who said often that Martopangrawit could play “free”
and that he played in-the-moment with intuition, expression, and creativity well
beyond that of most musicians. The difference is that Martopangrawit, uniquely,
could explicate and give evidence of structures and elements that we in the western

mind could grasp.

I hope that this research provides a balance and an illumination to the more
“scientific” approaches, so that non-Javanese players can find their own search for
that “aura”, rasa, or whatever, of understanding Javanese gamelan, and ultimately,
of the playing of it. Just like in jazz, it is a playfulness of play which is available in

gamelan.

I hope to get beyond the copycat Fleetwood Mac recording I heard years
ago, and can understand whether I have reached a level of musical competence—
that the complexities of things that we do not yet know how to question are learned
and become interactive memory enabling playfulness; that all the “principles” are
linked: competency to make expression, how Enak, Own Way, ngawur and Santai

all are a fluid confluence in our interactive memory.

Sometime around the year 2000, Pak Cokro surprised me by saying that
karawitan (Javanese gamelan music) was like an ocean. I thought he meant it was
vast (which it is), but he followed up by saying that in the ocean, there is everything.
Like human life, it contains the happy and the sad; it contains all that is in life. But

when seen from a distance or from a bigger view, it is a smooth even surface.

It is a matter of emphasis between technical and emotive orientation. The
greatest contribution of Central Java to the world of music may be the prominent
use of intuition. Through intuition, Javanese players have followed their tradition
and have found ways to modify, coax, and have fun with their musical structures.
Developments are made somewhat slowly. Musicians feel their musical way
carefully. Just as in daily life, they would carefully negotiate their way through

personal relations. Or, street traffic!
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In the West, traffic jams are considered bad; the Javanese do not like them
either, but are rather relaxed. In spite of jockeying for space, of passing “illegally”,
or of being cut off by someone else, there is no or very little ego. One never sees
anyone getting angry, giving someone the “finger”. That is the Principle of Santai.

Just remember that the lines on the road are not lanes. They are guidelines!

Fig 1. The Principle of Own Way. The fluidity of a driver easily
(and not surprisingly) creates a “third” lane for turning towards the right

of the intersection.
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The polemic between Sutan Takdir Alisjahbana and Sanusi Pane in the
1930s over which cultural direction Indonesia should take - continuation of tradition
or adoption of Western culture - led to a dualistic path in the cultural movement,
including Indonesia’s new music scene. These conditions exacerbate differences
that tend to be ‘negative’ and close the gate for the flow and development of culture
that includes ‘dialogue’ between cultures. This phenomenon led me to the following
questions: 1. What possibilities are there to break out of this dualistic perspective
and how can I implement these possibilities in my music? In my piece Co[l]oto[mi]
c[nal] I try to escape this dualistic perspective by engaging with both cultures, not
by crossing the border, which can often end in simple appropriation, but by playing
at the border, in the /iminal space. In this liminal space, I have allowed my musical
rhizome to grow in an increasingly more abstract direction, almost erasing a clearly
audible ‘connection’ to the gamelan tradition because the line of development
has already been broken and creates a new line of flight. This condition led me to
another ‘space’ beyond the dichotomy, occupying the Third Space, the space that

‘shakes’ the fixed paradigm of cultural meanings and symbols.

Keywords: New Music, Gamelan, Spectralism, Liminality, Third Space.

‘Always follow the rhizome by rupture; lengthen, prolong, and relay the line of
flight; make it vary, until you have produced the most abstract and tortuous of lines
of n dimensions and broken directions.” (Deleuze and Guattari 1987, 11) [...] A
rhizome may be broken, shattered at a given spot, but it will start up again on one

of'its old lines, or on new lines.” (Deleuze and Guattari 1987, 9)

Gilles Deleuze & Félix Guattari



INTRODUCTION

A few months ago I came across Deleuze and Guattari’s text on the
phenomenon of thizomes. In this text I found some ‘similarities’ between the authors’
explanation of rhizomes and my music , especially intrigued by their proposition
to adopt multiple directions instead of a dualistic/linear process. The concept of
multiplicity and non-dualistic orientation which characterizes the rhizomes remind
me of some of my pieces, especially Co[l]oto[mi]c[nal]. This work for solo guitar
provided a direct answer to my questions regarding how to find ways to escape the
dualistic East-West perspective and how to implement these new approaches in my
own music. This response is a direct reaction to the long history of the dualistic
perspective between East and West that has existed in Indonesia since the polemic

between Sutan Takdir Alisjahbana and Sanusi Pane in the 1930s.

In Co[lJoto[mi]c[nal], I ‘transformed’ the original function of the gamelan
musical language to become something else with no linear connection to the
original source. As Deleuze and Guattari wrote ‘the rhizome by rupture; lengthen,
prolong, and relay the line of flight; make it vary, until you have produced the most
abstract and tortuous of lines of n dimensions and broken directions (Deleuze and
Guattari 1987, 11).” The musical materials in Co[l]oto[mi]c[nal] also behave like
rhizomes, where the direction grows more abstract as the piece enfolds, losing an
identifiable audible ‘connection’ to the original gamelan source by breaking the
linear development paradigm to propose a new line of flight. The resulting structure
no longer adopts the usual linear direction found in pelog and slendro to secure
its ‘cultural identity’ and consciously avoids the use of simple banal quotations or
reducing its unique intervals to the equal-tempered system to create something
that Barbara Mittler called ‘Pentatonic Romanticism’. Here, I allow my rhizomes
to evolve and ‘move away’ from their original form into liminal spaces (this term
derives from the Latin word for ‘threshold’: limen), which can create ‘in-between’
conditions (e.g. timbre/frequency), and transform one musical language into

another.

As a composer, I am no longer interested in ‘showing’ my roots or

implementing my ‘cultural background’ in my musical composition. It is essentially
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impossible to remove the intrinsically ‘encoded’ cultural language from my music
anyways. If you find any relation between my musical materials and my roots, it
is because elements of those idioms are already ‘encoded’ within the fabric of my
musical DNA. This phenomenon of ‘encoded’ cultural languages is explained from
a psychological perspective by the Austrian music critic Max Graf’. Graf stated
that impulses arise from the subconscious of a composer and go to the composer’s
highest layer (consciousness). These impulses are formed from material deposits
obtained based on experience, learning and thinking processes, education and
culture as well as a composer’s knowledge of the world that settles in the lowest
layer (subconscious). So, it is impossible to remove the ‘encoded’ cultural language
from my music, but I can choose to play a never-ending ‘game’ with it, to find
other possibilities, without being trapped in a ‘cultural identity’ topic that often ends
up with a n inevitable dualistic perspective: here and there, east and west, us and

others, etc.

Let us go back to Co[l]oto[mi]c[nal] as an example. As I wrote this piece,
my rhizome was already being transformed, creating a multiplicity of directions
and sometimes creating a ‘liminal space’ between two or more musical languages
that I take over (and develop freely) from the previous ‘speaker’. For an individual
like me who was born and raised in a multi-musical environment, the flexibility to
choose multiple musical languages and pursue them freely is the ideal option as
opposed to being tied to one of them, because I feel free to move when I do not care

about how my music should be attached or connected to the tradition.

In the next section, I will further discuss the historical background and how
this rhizomatic orientation in my music leads to the following conditions of liminality
and third space. In the analysis section, I will show the reader how colotomic
instruments function as a structural marker in Javanese gamelan music and how |
consider its timbre and patterns as potential sources for constructing my harmonic
structures (this non-linear ‘transformation’ itself already indicates the direction of
my rhizomatic multiplicity, where one musical language transforms into another
musical language in different forms, ways and functions). This practice inevitably
creates a liminality between vertically structured frequencies and gamelan timbre,

between instrumental patterns and chord progressions and so on.



The analysis section will then be followed by another section describing
how I apply spectral methods to potential gamelan sources. This section explains
how I transform colotomic instruments within my harmonic structures and how I

utilise and modify spectral methods to achieve my ideas.

LIMINALITY, THIRD SPACE, AND HYPOLEPSIS

Liminal, Hypolepsis and Third Space are three terms I discovered separately which
I find perfectly describe some essential aspects of my music. Before I go into the
specific explanation of how these three terms are suitable to describe my musical
ideas, I would like to give a brief history of the direction of Indonesia that were
discussed by the founding fathers; this discourse relates to the musical options that

stands on the threshold of both tendencies; standing in the liminal ‘space’.

In Indonesia, during the 1930s there was a polemic debate regarding which
cultural direction Indonesia should take. The path should either divorce from the
past - as stated by Sutan Takdir Alisjahbana in his essay ‘Menuju Masyarakat dan
Kebudayaan Baru’ (‘Towards a New Culture and Society’) - or should be based
on the local cultures - as stated by Sanusi Pane in his essay ‘Persatuan Indonesia’

(‘Indonesian Unity’); written in direct response to Alisjahbana.

Alisjahbana wrote, with great fervor, that the new cultural direction of
Indonesia should be disconnected from the past because the past was no longer
able to represent Indonesia within the new spirit of the time. This spirit could not
be perceived in the past. He further added that this idea could also be realized by
opening ‘the gate’ to accept and adopt some knowledge from the West observing
the developments seen in Europe, America and even Japan. Pane criticized and
opposed Alisjahbana’s thoughts and stated: ‘How can we disconnect ourselves
from history, from the past?’ He further stated that ‘Indonesianness at that time
(during pre-Indonesia history) already existed, Indonesianness in customs, in art’.
(Pane, 1935) In his essay, Pane also explains that the West, with their geographical
condition, was pushed to survive, that the use of intellectual thoughts and sciences
a way to ‘conquer’ nature in order to survive in an extreme place. On the other

hand, in the East, the geological condition is different, nature gives everything, and
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people do not have to conquer nature to survive, instead, people feel at one with

their natural surroundings.

The resonance of this kind of polemic dualism still happens nowadays in
Indonesia or even in the world: East and West, Us and Others, and so on. Why don’t
we try other ways or directions? To achieve something out of the dualism tendency
of East and West. This issue then led me to search how I can play a ‘game’ between
the two; a ‘game’ that made my position no longer here or there, but stand in a

liminal ‘space’.

SPECTRAL

GAMELAN

(spectra analysis)

(colotomic/structural
marker)

LIMINAL SPACE

Figure 1: Septian is here

As I mentioned at the beginning of this article, my musical rthizome has
inevitably brought me to a liminal condition which helps me to be able to ‘escape’
myself from dualistic thought. The idea of ‘liminality’ itself undergoes a kind
of transition, [...] ‘it is closely bound up with experience and the processes of
change, transformation, and transition that individuals undergo as part of that
experience. (Andrews and Roberts 2015, 136) Arnold van Gennep associates
the term with a symbolic process that defines key moments of social transition,
and Victor Turner argues that liminality (this term derives from the Latin word

for ‘threshold’: limen) is ‘constituted in a condition or happenstance that has



attributes of doubt and lack of inevitability between what is known and has gone
before and future outcomes.’(Andrews and Roberts 2015, 132) Turner argues that
people who are in the liminal realm “play’ with the elements of the familiar and
defamiliarize (Andrews and Roberts 2015, 133),’ [...] ‘they are stripped of property
or clothing which would mark their rank or status in the liminal phase making

them indistinguishable from others who are sharing that experience.” (Andrews and

Roberts 2015, 133)

I am interested in adopting this liminal position, the position that has
attributes of doubt and lack of inevitability between what is known and has gone
before and future outcomes, the position that ‘play’ with the elements of the familiar
and defamiliarize, the position that makes someone/object ‘indistinguishable’.
Before entering the liminal space, I decided to take some of the languages from
the first ‘speakers’. In the analysis section I will further demonstrate how I take
the language of gamelan music and spectral music to achieve ‘free’ developments
in my music. I termed this approach as ‘hypolepsis’. In the case of Co[l]oto[mi]
c[nal], I continue to take the colotomic instruments’ functions from their cultural
background and treat them through ‘spectral methods’. The two languages are then
‘distorted’ and placed into a liminal position between gamelan music and spectral
music, occupying another ‘space’ beyond the dichotomy. This ‘Third Space’ is
explained by the Indian theorist Homi K. Bhaba as a condition that can ‘shake up’
the fixity of cultural meanings and symbols (Bhabha 1994, 37).” Bhabha goes on to
say that ‘by exploring this Third Space, we may elude the politics of polarity and
emerge as the others of ourselves (Bhabha 1994, 39).” For me, this is a perfect way
to escape the dualistic East-West perspective that has been prevalent in Indonesia

for a long time, especially in the cultural movement, including music.

In addition to the unique ‘unrecognizable’ character of an ‘object’ located
in a liminal ‘space’, this position is also fraught with ‘dangers’, for ‘the attendant
risk attached to the entering of a liminal phase or liminal space is of losing a stable
sense of self and identity.” (Andrews and Roberts 2015, 133) However, I did not
care about the dangerous side of the liminal space, because from the beginning my
main goal was to lose a stable sense of cultural identity and to avoid the dualistic

East-West perspective and rather to occupy another ‘space’ beyond this dichotomy.
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In the next chapters I will explain and analyse in detail how those ideas were
applied to my musical composition Co[l]oto[mi]c[nal]. I have divided the analysis
into three sections where Iexplain how colotomic instruments function in Javanese
gamelan, how the tendency towards spectralism was used and how both languages

(Javanese gamelan and spectral music) were used to realise my idea.

COLOTOMIC

The Javanese scholar Sumarsam stated that ‘In spite of the complex
process in which the musicians conceive and express their melodies, gamelan
instruments can generally be classified according to their functions, into three
major groupings.’(Sumarsam 1988, 6) The role of the first group of instruments
is to play the melody; elaborate on the melody and generate melodic abstraction.
These instruments are peking, saron, demung, slenthem, gender, suling, gambang,
rebab, etc. The role of the second group of instruments is to become a structural
marker; we can distinguish one style from another by listening to their pattern. I
will give a brief example of this in the next part. These instruments are kenong,
kethuk, kempyang, kempul, gong (usually people call them colotomic instruments).
The third instrument, the kendhang leads the tempo through acceleration or slowing
down of the pulse. The functions of instruments in the gamelan ensemble are very
different compared to what is found in the Western musical traditions; I have not
found, for example, that Fuga is distinguished from Rondo by the occurrence of
instrumental patterns (e.g. Rondo style can be distinguished from other ‘Western’
music styles because the clarinet always appears on the second beat of every 2 bars
in Rondo style). However, in the Javanese gamelan repertoire, we can distinguish
two or more styles (e.g. between lancaran and ladrang) from their colotomic

instruments pattern (see figure 4).



INSTRUMENT OF THE GAMELAN: THEIR FUNCTION IN THE ENSEMBLE
(BASED ON SUMARSAM'S DIAGRAM)

II. Time
Kendhang
1. Melody
ﬂ
rebab. génder
barung
e onang barung. slenthem.
- bonang panerus. demung. saron
gambang - 3
peking barung
suling
gender panerus
celempung
II1. Structure

gong, kenong. kempul.

kethuk-kempyang

Figure 2: Instrument functions in gamelan

We can distinguish two or more styles in gamelan repertoire through the
pattern of occurrence of the colotomic instruments (kenong, kethuk, kempul,
kempyang, gong. See figure 3). In figure 4 (left side), the style is called lancaran,
and on the right the style is called ladrang. These two styles differ in the pattern
of occurrence of the colotomic instruments and I transform them by layering
vertical frequencies extracted through a spectogram. By doing this, I transform
the original function of those structural markers by turning them into harmonic
materials; transforming one material to become something else which totally differs
from the original context. The ‘source’ (colotomic) in my music no longer has

a linear ‘connection’ to gamelan anymore, both in terms of function and shape,
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these elements now adopt a non-linear direction, growing as my musical rhizome
illustrating the ideas of Deleuze and Guattari: ‘4 rhizome may be broken, shattered

at a given spot, but it will start up again on one of its old lines, or on new lines.’

(Deleuze and Guattari 1987, 9)

Figure 3: Colotomic instruments signed by the red circles. Screenshoot from

https://pad.philharmoniedeparis.fr/gamelan/index. html

Lancaran structure Ladrang structure

. amLVA VA YV oA e 1. . T|.f.‘.‘r|.f s
O a0 RS I e N
S PR TN PR TP Y
+ = Ketuk + = Ketuk
\% = Kempul v = Kempul
O = Gong Ageng O = Gong Ageng
o~ = Kenong b2 = Kenong

Figure 4: Lancaran and Ladrang colotomic pattern. The black dots are the
beats in a gatra (measure). There are 4 beats per garta. In Ladrang, for

example, kethuk always appears on the second beat of each gatra.
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SPECTRALISM

Spectral methods also become one of the techniques I use and adapt to achieve
my musical idea; using colotomic instruments pattern as my harmonical source.
However, as mentioned before, I did not take both elements (gamelan music and spectral
techniques) directly from their original context; I take them from the first ‘speaker’ and
develop them freely (hypolepsis). I use those possibilities only to create a multiplicity
of directions (read: nonlinear); not continuing or keeping the historical lineage by, for
example, forcing pelog and slendro to be adjusted to a completely different temperament
or using a piano and call this new music based on the Javanese cultural background!
Erqing Wang, one of my colleagues from China, calls this kind of ‘tendency’ as ‘Fake
Asian Food’. He used this term when he gave his opinion of “Tabuh-Tabuhan’ by Collin
McPhee while admiring the complexity of Dewa Alit’s ‘Genetic’.

The spectral techniques in my music use only vertically structured
frequencies extracted from spectral analysis of the timbre of colotomic instruments.
I took some ‘opposite’ directions to the original method by exposing all the spectra
of the colotomic instruments in the middle of the piece (see figure 5); not like
in Grisey’s ‘Partiels” where the spectra is exposed at the beginning. Perhaps this

analogy helps understand the plot:

1. The ‘plot’ (the use of spectra) of this piece is like two styles of painting

(abstract and realism).

2. In the beginning, I create an ‘abstract’ painting, in which all the colotomic
spectra are distorted; not like Grisey’s techniques of harmonicity or inharmonicity,
but allowing myself to add some frequencies outside the spectra of the colotomic

instruments.

3. Towards the middle part the use of the spectra of the colotomic instrument
becomes clear; you could imagine this part is like a ‘realist’ painting, where all
spectra from the colotomic instruments appear in order; even the pattern following
colotomic pattern in Ladrang Wilujeung (see Ladrang Wilujeung colotomic pattern

in the next chapter).
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4. After that part, I let the spectral constellation gradually blur again to return
to the ‘abstract’ style. So the representation of the spectral constellation follows this

path: A (abstract) — B (realism) — C (abstract).
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Figure 5: Middle section of Co[l]oto[mi]c[nal]. The written notation and its
sounding pitches are different because the guitar has to be retuned. Please see
the full score to understand the sounding pitches (the link to audio and score

is in the references).

FURTHER EXPLANATIONS

In this section, I explain in more detail how I transformed the colotomic
instruments’ timbre to be used in Co[l]Joto[mi]c[nal]. For this piece, [ used Ladrang
Wilujeng's (a Javanese gamelan traditional repertoire) colotomic structure as the
‘source’ that will be transformed and used in my harmonic constellation. To grasps
the pattern of ladrang style, you can see figure 4, and then move to Ladrang
Wilujeung colotomic structure below (see figure 6); below I only write kenong,
kempul, and gong pattern (but I also analyze the kethuk timbre), the number next to

the alphabet is the pitches that should be played on kenong and kempul.



Ladrang Wilujeng colotomic pattern

....... n3 ...pé6 ...né6

eePp3...n6 ...p3 ...G

change to p6 in gatra (bar) 7 to move to Ngelik part.
....... n3 ...p6 ...né6

ceep3...m6 ...p6 ...G

NGELIK

....... n6 ...pl ...né6

ex e PBuss il e Pl 0 G

** G: Gong Ageng, P: Kempul, N: kenong. Numbers are pitches.

Figure 6: Ladrang Wilujeng colotomic instrument pattern

After deciding on the source, I started to analyze the colotomic instrument’s
spectrum using a spectogram on my computer. From this analysis, I extracted a set
of frequencies that I use in Co[l]oto[mi]c[nal]; I also use this kind of procedure in
some of my other pieces such as s[TA]d II for Multiple Guitars, and s|TA]d III for

Cembalo and Percussion.

However, since the guitarist was only able to use four-left hand fingers, I
then decided to select only some of the frequencies (see figure 7); I implement
almost all frequencies from this analysis in my duo piece ‘s|TA]d III’. In s[TA]d
I1, using a slightly different procedure, where I only analyze Gong Ageng timbre
and use its result (fundamental and partials) as the fundamental to establish other

partials from them.
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Figure 7: Colotomic instruments spectra analysis result.

In this phase, the colotomic instruments that usually function as structural
markers in gamelan already become something else (vertical pitches constellation);
a liminal phenomenon happens, where the gamelan musical language meets spectral
techniques to create a liminal compositional material that no longer belongs here or
there ‘culturaly’. My rhizome has already grown in another direction, its line was

broken, and creates new lines.

After establishing this main pitch constellation, I then move another step
forward to add more harmonic elements out of colotomic instruments timbre analysis;
I use them to ‘blur’ the main pitches constellation (this technique functions to fulfill
the idea in points 2 - 4 in page number 9). In ‘Partiels’ by Grisey, the harmonicity
and inharmonicities are caused by the multiples or not a whole-number multiple
of fundamental. In my piece, the ‘inharmonicity’ is achieved by freely adding
pitches based on the function that I desire; e.g. to create beating effects inspired by
Balinese gamelan tradition. In Balinese gamelan for example, this kind of beating
is called ombak,; ombak (‘waves’) occur as a result [...] “of a paired unison tuned to
the ‘same’note-that is, identified as the same scale degree-but not tuned to the same
frequency .’ (Vitale and Sethares 2021, 6)This technique then become one of the
manifestations of the hypolepsis I mentioned earlier, where I take languages from
the ‘first speakers’ and freely continue them; in this case, I have not taken gamelan

and spectral music languages 100% in their original functions and context.



CONCLUSION

To be honest, I do not know how to conclude this article. It is not really an
academic paper that starts with a problem or a research question and has to end
with a result to answer the question. I have written this article only to explain my
music in detail, to explain my tendency, especially how to escape from the dualistic
perspective that has emerged since the polemic of Alisjahbana and Pane in the 1930s.
In Co[lJoto[mi]c[nal] I try to break away from this dualistic East-West perspective
by playing at the boundaries, within the liminal space, and occupying a space
beyond the dichotomy, the Third Space, where I can break away from “polarity’ and
‘shake up’ the fixity of cultural meanings and symbols. Even though this liminality
tendency might put me ‘danger’ of becoming an ‘unidentified person’ because I
am deprived of the ‘property/clothing’ that would mark my rank or status in the
liminal phase and make me ‘indistinguishable’, I carry on because I would rather
do anything else rather than enter into the dualistic tendency between the ‘West’
and the ‘East.’ I argue that a stable sense of ‘cultural identity’ in music-making
is not important. A music composition product should be fluid and not find itself
jailed within the collective cultural identity of a community. Music composition is
something personal, and the implementation of ‘cultural identity background’ to
be noticed as from culture A, B, C, etc in music-making is not necessary. Musical
composition is something personal, my music is me and does not represent me as a
person who comes from Java. Just like Vladimir Mayakovsky’s poem, ‘I will speak

about me and my time.’
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Exploring the Potential Benefits of Ukulele Classes
on the Quality of Life and Well-being of Patients
with Hemophilia

Solaiman E Jamisolamin

Pilot Study: Exploring the Potential Benefits of Ukulele Classes on the
Quality of Life and Well- being of Patients with Hemophilia

Abstract

The HAPLOS Ukulele Program was a partnership between the University
of the Philippines (UP) College of Music and the Hemophilia Association of the
Philippines for Love and Service (HAPLOS), a support community that provided
free ukulele classes from 2013 to 2016 for Filipino patients with hemophilia.
Officially entitled HAPLOS: Panimulang Klase para sa mga Kababayang may
Hemophilia Program, the program was conceptualized by Assistant Professor
Solaiman E. Jamisolamin of the UP College of Music along with student-volunteers,
to fulfill the responsibilities stated in the UP Charter—to lead as a public service
university by providing various forms of community, public and volunteer service,
as well as scholarly and technical assistance to the government, the private sector,
and civil society while maintaining its standards of excellence. Last January
2022, in cooperation with the UP Office of the Vice-Chancellor for Research and
Development, the program was revitalized to adapt to online learning by conducting
ukulele lessons through online classes. This attempt to improve the accessibility of
the program coincided with the academic objective of conducting a preliminary

study on the potential benefits of learning music for hemophilia patients.

1. Introduction

Hemophilia is a hereditary bleeding disorder that hinders the normal blood
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clotting functions of the body. This condition prolongs bleeding following injuries
or surgery, or in severe cases may even occur without any obvious injury, also
known as spontancous bleeding.! Patient with hemophilia commonly suffers from
musculoskeletal pains and mobility impairment as a result of bleeding into joints

and muscle tissue.

Hemophilia as a hereditary disease is caused by genes that are located
in the X chromosome, one of the two sex chromosomes. Inheritance of this
condition follows an X-linked recessive pattern. Since males (XY) have only one X
chromosome, the condition is expressed in the male even if it is recessive. Females
(XX) need a mutation of the genes in both X chromosomes to have the condition.
Thus hemophilia is predominantly seen among males, although their mothers are

the carriers for the hemophilia gene.?

As of the 2020 World Federation of Hemophilia Annual Global Survey, there
are around 1500 cases of hemophilia diagnosed in the Philippines.’ The Center for
Disease Control and Prevention in the United States reports that hemophilia occurs

in about 1 in every 5,000 male births in the U.S.!

The severity of the effects of having hemophilia varies from very mild cases
wherein the condition is not apparent until incidents of severe injury, to severe cases
with a high incidence of spontaneous bleeding.? Due to the risk of bleeding from
injuries which can be a serious concern even for mild cases, hemophilia patients are
often unable to engage in strenuous physical activities. These risks have limited the

lifestyle of patients to mostly indoor activities.

The inability to enjoy sports or outdoor activities might have an effect on
the well-being of patients, particularly among young males who predominantly
participate in these activities. According to several hematologists, physical activity
can have a significantly positive impact on the quality of life of patients with
hemophilia including improving the stability of their joints, their psychological,
social, and musculoskeletal well-being.* However, due to the risks involved in
sports, there is a need for alternatives that could fulfill the special needs of these

patients.



Playing an instrument, aside from being an intellectual exercise, is also a
physical activity with varying intensity depending on the instrument and type of
music being played. The ukulele is an instrument commonly used for educating
beginners and children because of the ease of execution in using the instrument.
It has a small form factor which reduces the length that the fingers need to stretch
to play, and it uses nylon strings which are thicker with less tension which makes
them easier to press compared to their steel variant counterparts. Its overall small
size also contributes to its more affordable price as it uses less materials than others,
making it a very accessible instrument. The ability to create music can provide
hemophilia patients a light physical activity as well as a creative outlet to express

themselves.

The HAPLOS Ukulele Club was a partnership between the University of
the Philippines College of Music and the Hemophilia Association of the Philippines
for Love and Service (HAPLOS), a support community for persons with bleeding
disorders, which provided free ukulele classes for Filipino patients with hemophilia
from 2013 to 2016. This program was conceptualized to fulfill the responsibilities
stated in the UP Charter to “lead as a public service university by providing
various forms of community, public and volunteer service, as well as scholarly and
technical assistance to the government, the private sector, and civil society while
maintaining its standards of excellence”. The HAPLOS: Panimulang Klase para sa
mga Kababayang may Hemophilia Program is a revitalization effort to adapt the
ukulele lessons into online classes in an attempt to improve the accessibility of the
program as well as doing a preliminary study on the potential benefits of learning

music for hemophilia patients.

Review of Related Literature:

Treatment for Patients with Hemophilia

The primary concern for patients with hemophilia is the risk of hemorrhage

due to the low levels of clotting factors in their blood.! As a measure to avoid

bleeding, clinicians have historically advised against activities that may result in
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joint trauma but modern technology has allowed for the production of clotting
factor concentrates. These may be administered to increase levels of Factor VIII
or Factor IX, which are low among patients with hemophilia, to improve blood
clotting and reduce the risk of prolonged bleeding in the event of an injury.’ This
allows patients who have regular access to this treatment the ability to participate in

certain high-intensity sports and activities.

However, the cost of producing these factor concentrates is very high,
resulting in limited availability of these for patients.” According to the Annual
Global Survey 2020 conducted by the World Federation of Hemophilia, only 4%
of the global supply of Factor VIII concentrates are distributed to South East Asia
- the second lowest out of six surveyed regions.® For developing nations, South
East Asian countries such as the Philippines, the cost of 250 IUs of Factor VIII
concentrate, which is a dosage only suitable for a small child, is around P4,000. An
average Filipino adult would end up spending around P20,000 - P30,000 a month
should they wish to avail of this treatment once a month. This treatment is not a
regular option for many Filipinos due to its very high cost. As such, most patients

are left having to avoid any activity that could result in bleeding.

Alternatives to Factor Concentrate Therapy

With factor concentrate therapy being an inaccessible treatment for most
affected individuals, it is important to explore the use of alternatives in improving
their living conditions. A study by Lopez-Casaus ef al. investigated the use of
non-pharmacological therapies for improving the quality of life among patients
with hemophilia and recorded feedback from the participants on the treatment.® A
concurrent nested mixed method with a quantitative predominance study design was
used in an effort to analyze both quantitative and qualitative data to get a broader

understanding of the patient’s experience.

A total of 9 participants who were family members of, or a patient
themselves with hemophilia participated in this study. The participants were briefed
online about physical therapy and health education in hemophilia. Five days after

the briefing, participants joined a focus group discussion with study staff and were



given a document with guided exercises and a copy of the presentation used in the
online briefing. Quantitative data were obtained from the participants’ responses
in the Survey on Satisfaction with Care of Patients with Chronic Disease and their
Family Caretakers which evaluates the perception of satisfaction with received
healthcare among patients with non-communicable diseases (NCD) using a Likert
scale where each item can be scored from one (1), meaning lack of satisfaction, to

five (5), meaning exceptionally satisfied.

The responses were then analyzed using the IBM SPSS statistical analysis
software. Qualitative data were collected from the participants during the focus
group discussion with study staff wherein they were interviewed regarding their
experiences as patients or family members with their current intervention as well as
their previous experience with healthcare. The quantitative data analysis showed that
most participants reported a high level of satisfaction, but one respondent reported a
low level of satisfaction in the section of kindness of the staff. The qualitative data
analysis however showed some contrasting responses with participants speaking
about a lack of confidence in the healthcare professionals they went to. They shared
that they felt a lack of interest and knowledge from the healthcare professionals.
Participants had a positive attitude about research and deemed it necessary to better

address the concerns of hemophiliacs in the future.

Regarding physical therapy, the participants reported a calming effect from
these activities but did not find great improvements with it as its effects last only
while they are in an active therapy program.® The responses of the participants in
this study, particularly in the focus group discussion that somewhat contradicted the
formal written surveys, expose that there is a certain level of dissatisfaction regarding

the currently available non-pharmacological interventions for hemophiliacs.

A survey of clinicians dealing with hemophilia patients was conducted to
gather expertopinions on the viability of sports as an activity for improving the
quality of life among hemophiliacs as a potential long-term solution. Lassando ef al.
presented that despite the risks associated with sports, in the context of improving
Quality of Life, physical activity and exercise are still considered necessary in

managing the patient’s condition, especially for those in their developmental age.*
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Reduced physical activity puts people at increased risk of becoming overweight or

obese, leading to a higher incidence of osteoarthrosis and of cardiovascular events.

All hematologists that participated in the survey recommended regular
physical activity and exercise for children and adolescents with hemophilia,
while only 40% of the sports physicians shared this opinion. The clinicians also
reported that a low percentage of hemophilia patients practice sports. The study
concluded based on the consolidated responses of the clinicians that patients with
hemophilia are capable of practicing sports under factor concentrate treatment,
surveillance of specialists, and expert counseling. However, clinicians still advise
against high- intensity activities such as contact sports that could still lead to severe
bleeding events and increase the risk of progression to arthropathy even with factor

concentrate therapy.*

Benefits of incorporating Music in Intervention

A study was conducted in 2006 on the effects of music-listening intervention
in enhancing the effects of analgesics, decreasing perceptions of depression and
disability, and promoting beliefs of personal power.” A total of 60 recruits with
chronic non-malignant pain (CNMP) participated in and completed a randomized
controlled clinical trial where they were randomly assigned into a standard music
group (n = 22), a patterning music group (n = 18), or a control group (n = 20) that
did not receive any music-listening intervention. All participants had a preliminary
baseline test across several evaluation tools: feelings of power were measured
through the Power as Knowing Participation in Change Tool version II (PKPCT
IT), perceptions of pain were measured through the McGill Pain Questionnaire and
Visual Analogue Scale, perceptions of depression were measured through the Center
for Epidemiological Studies Depression Scale, and perceptions of disability were
measured through the Pain Disability Index. Participants that received the music-
listening intervention were assigned to listen to music for one hour everyday for
one week. All participants were tasked to keep a diary for the seven-day observation

period.

The standard music (SM) group was assigned to listen to a choice of tapes



that were predetermined by the researchers. The patterning music (PM) group was
asked to listen to upbeat, familiar, instrumental, or vocal music of their choice. All
participants were evaluated again after their seven-day observation period as a post-
test. The results showed that groups that utilized music-listening interventions had
statistically significant effects in having more feelings of power, and less perceived

pain, depression, and disability compared to the group with no intervention.

There were no statistically significant differences between the SM and
the PM group, contrary to the researchers’ initial expectations of the PM group
performing better than the SM group.” This study shows that simply listening to
music has a significant effect on reducing pain and depression for patients with
long-term conditions, suggesting its potential in improving their quality of life if

regularly practiced.

Summary

In summary, a review of related literature shows that the ideal treatment for
managing hemophilia is through factor concentrate therapy which is unfortunately
very limited in supply and thus highly inaccessible’, especially for developing
countries such as the Philippines. As an alternative, studies have been exploring the
use of non-pharmacological interventions which although they have been showing
positive results also have issues such as low reported enthusiasm and competence
of healthcare professionals on hemophilia as it is considered a rare disease, as well
as short-term results from physical therapy.® Alternative activities such as sports
which the majority of a surveyed group of clinicians reported having benefits for
hemophiliacs still require the inaccessible factor therapy treatment to decrease
its potential risks.* On the other hand, a study has shown that simple music-
listening interventions have a significant effect on reducing perceptions of pain
and depression.” It is of note that there does not seem to be any currently available
literature exploring the use of instrumental music-making as an activity designed to
improve the quality of life among patients with hemophilia or others with similar

special needs.

Another important factor is the added difficulty of the living conditions

69



70

in the Philippines. From experiences shared in the HAPLOS support group of
patients, many patients report difficulty with public transportation affecting their
health and daily activities. Common day-to-day injuries are often attributed to the
difficulties of transportation. From hours-long travel times, cramped, physically
stressful conditions (such as squatting to get inside jeepneys/pedicabs), to poor
infrastructure and uneven roads, causing leg injuries as they move about. As such, it
is a common worry for hemophilia patients going outside that any outdoor activity
which is supposed to promote their health, might potentially lead to more injury,
negating any health benefits. Thus, an online venue where patients may limit the risk

of injury while still having a social and skill-building activity may prove valuable.

2.Methodology

Participants were selected from the population of HAPLOS members.
Starting December 2021, announcements for registration to the program were made
through HAPLOS’s social media channels, and during their meetings. Registration
was open to all members, although we announced that priority would be given
to hemophilia patients. Prospective participants were asked to fill up an online

registration form about their contact info, age, and preferred music.

The lessons were conducted through online ZOOM app meetings in a span
of twelve (12) weekly sessions from February to June 2021 and a total of twelve (12)
participants from the hemophilia patient organization. All the student participants
were male. Students’ ages ranged from 8 to 22 years old. Eleven (11) out of twelve
(12) participants were diagnosed with hemophilia. One participant was a patient’s
brother who participated alongside them during the ZOOM call. Of the twelve (12)
participants, four (4) of them were returning students from the 2013-2016 batch of
HAPLOS Ukulele Club.

From June to July 2022, participants were asked to answer a survey to
evaluate the effectiveness of this program and explore the impact on the students
and their families. For additional data gathering and evaluation, the following
was conducted: Students were asked to answer a written survey through an online

Google Form. This consisted of eight (8) open-ended questions with follow-up



sub-questions (see Appendix). The questions were based on the literature about the
various ways music education could affect patients. Some of the questions include
asking the participant to talk about how they felt during the program (“How do
you feel after each lesson?”), or if they noted any changes they had in their social
interactions (“Did anything change in how you interact with your friends and
family, especially those involved in some way in your joining the ukulele classes,

after attending the classes?”).

This survey was originally designed to be conducted through an online call,
but was adapted and released as a written survey after difficulties were encountered.
Additionally, the researchers were able to conduct a ZOOM call to interview one
mother of one of the students, utilizing the written survey questions as guide
questions for the interview. The interview was conducted by the three (3) teachers
from the UP College of Music, along with one (1) HAPLOS community leader, and

lasted around 40 minutes.

Throughout the program, three (3) teachers and one (1) HAPLOS community
leader noted observations and feedback on students. Team meetings were conducted
regularly right after each class to debrief on impressions and take note of adjustments
to be made. At the end of the program, the teachers were also given the same written

survey given to the participants but answering from a teacher’s perspective.

3. Results and Discussion

Feasibility of online music lessons for special education, mobility-impaired

patients

We noted that students were adequately able to follow most of the
curriculum. Throughout the twelve (12) sessions, the students did not report any
injuries or physical ailments as a result of learning the instrument where it would be
expected (upper body, arms, or fingers). There was however one instance where a
student excused themselves from attending a session due to them needing to receive
treatment for an unrelated acute symptom of hemophilia (leg/abdomen injury)

during that current week.
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Music lessons as an alternative and safe physical activity

One of the participants noted a change in their lifestyle since learning the
ukulele. This activity gave them another option aside from outdoor hobbies, and
allowed them to improve physical conditioning in their hands and arms while
remaining indoors. The participant attributed having fewer injuries as a result of
doing less outdoor activities. In addition, having better conditioning in their hands
was also reported to make their medicine easier to administer through their veins.
This is a small, but convenient result, as many patients are now taught to self-
administer medicine at home, reducing the need for expensive hospital stays or

delays in treatment causing complications.

Also, while hemophilia patients are generally encouraged by doctors to
participate in outdoor physical activities—given safety precautions, and a reliable
supply of medicine in case of injury—Iliving conditions in the Philippines might not
always make this a practical or safe practice. Especially for patients with limited
access to care, having an indoor alternative is beneficial, particularly one that can be
conducted online without needing to go through any risk factors from the outdoors,

such as potential risk of injuries while in transit,

Siblings cooperating and bonding

The participants included several sets of siblings. During the lessons, we
observed a positive dynamic for two (2) of the younger participants who were
brothers, aged 8 and 12. The older brother was seen encouraging the younger
brother, who, at times, was feeling stressed about playing the piece. Another set of

brothers were also regular attendees.

The researchers noted the possible merit that having family members
accompany patients has on motivation and retention. It seems to be a valuable
source of relief, when one sibling— perhaps due to stress or anxiety—is unable to
play a piece at the moment, that they have their sibling be there, whether to play in

their stead to reduce the pressure, or provide words of encouragement and tips.



Special needs cases and promising psychosocial impact

From the interview with one mother of a patient, she noted a significant
improvement in the sociability of her young adult child with a diagnosed special
need. After being misdiagnosed and given the wrong medication several years ago,
her child, in recent years, was reported to have been irritable and reclusive to the
point that she was hesitant in resuming schooling for fear of him causing disruptions
or negative social interactions. The teachers during the program however observed
no notable disruptions from this student, who was actually very polite and dutiful
in following the lessons. His mother also reported positive changes in his demeanor

which she attributes to the class.

The benefit of returning students as role models

Four (4) of our participants were returning students from the previous
iteration. Among them, two (2) were very active and were even chosen as solo
performers during the culminating video project. These more experienced patients
already had a good rapport with the teachers of the program, and seemed to contribute
to a more relaxed atmosphere during the online lessons. They could be called on to
give an example of parts of a piece or give more insights into the learning process.
They provided younger students an inspiration or guide of a possible skill level that

can be attained even by patients.

Music use in positive coping, improving social skills, and building self-esteem

Six (6) students were able to accomplish the online form for the written
survey. Based on the written survey answers and the parent interview, the ukulele
lessons were perceived as a positive way of coping with their current stress. Students
reported feeling lighter, excited, grateful, and relieved. One student reported feeling
satisfied with learning a new skill. Other students also reported having better social
interactions with others, such as having music playing as another skill to show off

to friends and family, or having another thing to talk about and relate with friends.
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Developmental and Educational applications

Students mentioned that having patient, skilled, and helpful teachers
contributed to their learning and gave them more confidence. Several students
stated that the course was challenging, but still fun, giving them satisfaction when
they were able to accomplish the more difficult parts. This adds merits to the idea
that it is healthy to provide even students with special needs sufficient challenge,
alongside enough moral support and guidance. Indeed, this affirms what literature
suggests: that immersing a person with chronic illness in learning a skill such as
music, gives them back some of the feelings of agency, control and confidence that

an upbringing with debilitating illness might have hampered.

Evaluating tools for online music education

The following electronic tools were used in the program: ZOOM, Google
Forms (for the survey), Facebook Group, emails, SMS (texting), and Youtube. The
HAPLOS community leader noted that few participants responded to SMS texting,
and less than half of the participants joined the Facebook group. Participants
who regularly attended were the ones more likely to check their emails for any
announcements and download copies of the music pieces. In case any participants
were missing copies of pieces, they were able to obtain the files through the ZOOM
meeting app during the lesson itself. Only half of the participants accomplished the
Google Forms, and the researchers speculate that younger participants may have

had difficulty with the written survey format, or accessing their emails regularly.

Youtube was also utilized for video sharing of lessons, as well as sharing
the produced culminating video to the public. The culminating video consisted
of the students playing pieces, alternated by testimonies from the teachers and a
parent. This received sufficient viewership and favorable responses from both the

hemophilia support community and online comments.

Limitations and recommendations for the use of online in student socializing,

bond-forming and patient outreach



Another important observation was that the online format also seemed to
make interactions between students less frequent and bond-forming. Since students
only had one hour to participate in class and listen to the lesson from the teachers
and any conversations would be heard by everyone in the meeting, there was little
opportunity for casual conversation in between. As the socializing and bonding
aspect of the previous iteration of the Ukulele lessons program was highlighted
as one of its successes, we suggest some modifications to try to improve upon this
even through the online mode. It is suggested for future online programs that a
dedicated segment for breaking the ice be introduced through the breakout rooms

feature, possibly with games and facilitators.

This difficulty for students with expressing themselves online also affected
our data gathering. We noticed a difficulty especially for younger students in
verbally expressing their opinions or thoughts during the online sessions when asked
individually. Perhaps, future data gathering should follow methods more conducive
to dealing with younger children or children with special needs that might have
difficulty with communication. We should consider guided group sessions with
child specialists, or also include more parents or siblings, so that the child may feel

at ease.

It might also be important to point out that the recruitment of participants for
this program might have an inherent bias, in that only participants with good enough
physical conditioning, availability of schedule, financial, and mental stability were

more likely to be motivated to participate in the first place.

It is currently difficult to reach out to more reclusive patients in need, or
those who are currently undergoing long-term treatment at hospitals, or those

unable for any other reason to regularly attend online engagements.

Lastly, we observed that participation and retention was lower than expected.
While the online setting already provides a very low barrier to entry—removing
any transportation limitations—we still noted several instances of dropout. Since
this is a voluntary program to attend and was disseminated through social media,

some students who signed up may not have been very motivated or committed to
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attending, only joining a few times as a free trial, since there is no consequence
to leave, compared to in-person paid lessons. Four out of twelve (4/12) of our
participants stopped attending during the middle of the program. For certain
individuals, this could also be attributed to scheduling issues, as some of them did
indicate that they would not be able to regularly attend in their registration forms.

We also noted that participants did not avail of the free data allowance despite being
offered regularly, so data availability problems (or a lack of finances for internet
use) may not have been a factor for the lack of participation. Future programs
should account for a significant amount of dropouts, or find other effective methods
for rewarding and incentivizing students if a certain amount of engagement is to be

maintained.
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APPENDIX:

Google Form Questions:

1. How did you find the program? Was it easy, or was it difficult? Did you have fun,
or were you stressed? (Kamusta sa iyo ang programa? Madali ba ito o mahirap?
Nag-enjoy ba kayo, o na-stress?

2. Areyou happy to have joined the program, or do you regret it? (Masaya ba kayo
na nakasali sa programa, o may panghihinayang?)

3. How do you feel after each lesson? Was this more or less the same throughout the
program, or did certain weeks stand out? (Ano ang pakiramdam niyo pagkatapos
ng bawat lesson? Pareho lang ba ang pakiramdam niyo sa kabuuhan ng programa,
o meron bang linggo na mas litaw sa iyong alaala?)

4. Did you encounter any issues during the program? You may give any technical
or personal issues. (Nagkaroon ba kayo ng isyu habang parte nitong programa?
Maari magbigay ng technical o personal na isyu)

5. Ifyou could change something about the program to make it better for you, what
would it be? (Kung may papalitan kayo sa programa para maging masmabuti
ito para sa iyo, ano ito?)

6. Did anything about you change after you started attending the ukulele classes?
(Attitude, productivity, academic performance, discipline, social interactions,
et.c) / May nagbago ba sa iyo pagkatapos mo mag-attend sa klase para sa
ukulele?(Sa kilos, sa pagiging produktibo, gawain sa eskwela, disiplina, o
pakikitungo sa mga ibang tao?)

7. Did anything change in how you interact with your friends and family, especially
those involved in some way in your joining the ukulele classes, after attending the
classes? (May pagbabago ba sa iyong pakikitungo sa iyong kaibigan o pamilya
pagkatapos mo mag-attend sa klase ng ukulele?)

8. Will you miss attending the ukulele classes after it’s over? Why or why not?
(Ma-mimiss mo ba mag-attend ng klase ng ukulele pagkatapos nito? Bakit, o
bakit hindi?

9. Pangalan at contact # (optional)
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Abstract

This article aims to understand the aesthetics of experimental electronic
music. It has three main objectives: 1) a return to an understanding of the aesthetics
of listening to music prior to the emergence of electrical experimental music; 2) an
understanding of the aesthetics of listening to electrical experimental music; and 3) a
philosophical explanation. Catherine Malabou’s concept of Brain Plasticity provides a
summary for describing a new form of music perception that dismantled the power
structure of traditional Western music cognition. In the past, listeners had to have
prior experience in order to understand Western music styles. By using a form of
knowledge that has a power structure to guide beauty from institutions or groups of
people who used to have the power to decide what beauty or aesthetics should be.
In this article it was found that the aesthetics of experimental music instead rejects
the power structure of the traditional perception of the beauty of music. It reflects
the transformative capacity of the brain through human perception, through which it
is neither a single truth nor is it dependent on the determination of any one power
mechanism. Rather, human perceptions change with the environment, which plays
an important role in shaping the ever-changing human identity. Therefore, we cannot
understand or perceive electrical experimental music forms using the perspective
of traditional aesthetic cognition. This article is therefore a part of bringing a new

understanding of the aesthetics of electric experimental music.

Keywords: Aesthetics, Catherine Malabou, experimental electronic music
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Abstract

This study of the musical masterpiece composed by the French Baroque
composer Frangois Couperin, explores one of the best French chamber music
pieces from the period in which the flute acts as the main vocal line. The work
not only demonstrates musical intelligence, but it also reverberates the musical
potential of the composer. To analyse and understand the heritage of Baroque
ensemble music, we need to deconstruct the composers works to look at them
from the original sociocultural perspective. New, thinking patterns and individual
interpretation can be developed over time through constant practice and personal
experiences with the music. This research aims to: 1) study the concept and role of
the flute through patterns of performance and repertoire reflecting the composer’s
perspectives in relation to the musical era, as well as analyse several interpretations
illustrating the progress and evolution of performing techniques. 2) to establish an
approach for integrating those conceptions into musical performance through the
process of choosing remarkably exceptional ensemble music repertoires for flute,
instrumental forms, composer’s uniqueness, and perspectives toward the significance

of masterpieces and instrumentations.

This recapitulation of the historical synthesis towards the concept in
performing Francois Couperin’s Concerts Royaux “Quatrieme Concert”, serves as
the epitome that reflects the composer’s perspective on the identity of the flute
that brings about knowledge and creativity in musical performance in relation to the
recognizably distinctive tradition that all musicians can integrate into their performing
approaches. Not only does it establish sagacity but also creates an example for
musical arts, aesthetics study and educational purpose that can be used as an iconic

reference for further use.

Keywords: Flute / Chamber Music / Francois Couperin
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lll. Courante Francaise
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Author Guidelines

Length

Articles should be about 8-30 pages including endnotes and bibliography, double spaced, left
justified, 12-point Time New Roman in English and 16-point Th SarabunPSK in Thai.

Title

Title both in English and Thai must be 18-point bold block letters with center alignment. Title in
Thai must be placed before title in English. Authors writing in English are not required to translate

their article titles into Thai.
Author’s name and affiliotion

Authors’ names should appear below the title without academic position and must be 16-point bold
block letters with center alignment. Authors writing in Thai must also include their names without

academic position in English. Affiliation of the authors should be included as a footnote.
Abstract

Papers must include an abstract of 100-300 words, 12-point Time New Roman in English and 16-point
Th SarabunPSK in Thai. Authors submitting articles in Thai must include an English translation of

their abstracts. Abstracts must be left justified.

Keywords

Papers should include a list of keywords and phrases listed alphabetically below the abstract.
Language Use

Italicize transliterations of all foreign words (ex. saw duang)

In English papers, please write the names of ASEAN music genres and instruments in both the local
and English or Thai alphabet the first time. Thereafter, use the English or Thai transliteration only

(For example: “The saw duang (%9023) is a two-stringed instrument with a clear, high sound. In a

traditional Thai string ensemble the saw duang player leads.”)



Quotations

Quotations that are shorter than five lines should appear in double quotation marks within the
main body of the text.
Quotations that are longer than five lines should be blocked and appear without quotation marks.

The entire block quote should be indented 0.5 inches and be the same size as the main text.
Captions

Captions for each table, figure, audio recording, and video recording must include the media type, a
number indicating the order of appearance, and a brief description. For example: “Audio recording

1. A seven-note scale used in Thai classical music played by the author on the saw duang.”

Except for tables, please do not embed the media file directly in your paper. All media should be
uploaded separately as part of the manuscript submission process. Please ensure that the number
in your captions matches those used in the corresponding media file name (see the "Supporting

Media" section above).
Supporting Media

We strongly encourage authors to take advantage of Pulse’s online format by incorporating audio

recordings, videos, and images in their papers.

When submitting your manuscript, you will be able to upload all of your supporting media to our
server. To ensure the proper placement of media within your paper, please name each file according
to the order in which it appears. For example, "figure 1," "audio sample 1," etc. The manuscript
should include captions that clearly indicate the proper placement of these files.

Note that tables, unlike other forms of media, should be embedded directly in your manuscript.
Please note that you must obtain written permission to use any media that does not belong to you,
unless it is in the public domain. All media that is not yours must be properly attributed. Please see

Copyright Hub for more information.
Citation Style
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Call for Papers

Pulse welcomes your manuscripts.
We are always open for submissions and publish
three times a year: January, May, September.

Submissions can be made in English or Thai. We publish work related to any area of musical
scholarship, including but not limited to musicology, composition, performance, pedagogy, music

cognition, and interdisciplinary arts.

For more information, including submission guidelines and details of our peer review process,

please visit pulse.pgvim.ac.th.
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