Qa PRINCESS GALYANI VADHANA ISSN 2821-9279 (Online)
INSTITUTE OF MUSIC

(4

Pulse

Journal for Music .
d Interdisciplinary Practices e 1

. Vol.3No.1 . 4

January 2023




:9s|nd

$9213004d AJpul|dIDSIPUSIU| PUD DISN 4O |[DUJNOS

¢ aWn|oA

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.
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Welcome to the third volume of PULSE.

The six articles compiled here cover a wide variety of music related topics which collectively contribute
to forging an understanding of the shifting musical landscape within Asia with a clear focus on
Thailand this time around. We are delighted to, yet again, propose a wonderful collection of
reflections and studies focusing on investigating the intersections between cultures and between

ancient and current practices.

The Hong Kong based composer-performer Kimho Ip shares some of his reflections based on an
interview with the Hindustani musician Omkar Havaldar with whom he collaborated in 2019 through
an intercultural project questioning the similarities and differences observed within the cultural

landscapes of China and India.

The Thai trombonist Siravith Kongbandalsuk gives insight within the creative process behind his
collaboration with the composer Piyawat Louilarpprasert leading to the creation of “Dino”, a piece
exploring extended techniques for acoustic instruments in an attempt to recreate the vocal sounds

of dinosaurs.

The Bangkok based virtuoso flutist Kalaya Phonsathorn harnesses the musical potentials of the
piccolo flute through a series of commissions with local contemporary music composers, in an effort

to popularise this underused instrument within the local classical music scene.



The Thai musician and musicologist Waraporn Cherdchoo takes us on an historical journey to 17th
century Siam, investigating the cross-cultural exchanges that took place between the French

ambassadors sent by Louis XIV and Thai musicians at the time of Ayutthaya.

Still on the topic of Thai music, Decha Srikongmuang proposes a study of the systematic use of
onomatopoeic words in Thai traditional music terminology, looking more specifically at the use of

this lexicon in Thai music pedagogy.

Bringing us back closer to recent history, The Thai sound artist Saranrat Sangchai reflects on
the steps taken by sound designers on the local theatre scene as they adapted their craft from
the traditional physical spaces to “virtual online spaces” as a direct consequence of the recent

pandemic crisis.

We hope you enjoy reading PULSE and discovering what our authors have patiently researched and

shared with us.

The Pulse 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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Dialogue between a voice and two bamboo mallets -
an interview with Omkar Havaldar

Kimho Ip*

In 2019 I was invited to India to join the Saath-Saath' intercultural
collaboration, a 3-year project curated and implemented by Prof. Tejaswini Niranjana
in connection with Hong Kong where she worked and Bangalore in India where her

hometown was.

The collaborations between musicians and scholars in the Saath-Saath
project aimed to generate a strong interest in thinking through questions of cultural
practice in China and India?. One of the key musical explorations during my 10-day
residency in Bangalore was to apply instrumental techniques of my yangqin® to
the santoor, and learn to improvise with Indian singers in the Hindustani classical
musical tradition. The outcome of my residency included performances in Bangalore
and Mumbai, and a 2-CD album named Re/Semblance: Saath-Saath, that was

produced in Hong Kong during the pandemic in 2021.

This paper complements another published article of mine titled,
A Hongkonger in Bangalore - Travelling with Two Bamboo Mallets, in which I wrote
about the concept of home viewed through the performance practices of musicians,
and how a musical work can be a representation of the trace of a movement, of a
journey. In 2011 and 2014, I was a Research Fellow in Performance Studies at the

International Research Centre Interweaving Performance Culture, Freie Universitat

1%

Professor of Practice, Wong Bing Lai Music and Performing Arts Unit, kimhoip@In.edu.hk
Received 12/12/22 Revised 20/01/23 Accepted 31/01/23

Saath-Saath is “together-together” in the Hindustani language. According to the sleeve notes of the 2-CD
album “Re/Semblance: Saath-Saath” (2021) published by PARMA Recordings, the intentional
repetition of the word mimics how one might say it in Cantonese or Mandarin.

Introduction to Saath-Saath Project on the official website, http://saathsaathmusic.com

*  Yangqin (or yang ch’in) #28. Chinese hammered-dulcimer. From around 1600 it was imported to China
and became a folk instrument, popular in the coastal regions, Canton, of China.
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Berlin, Germany. My residence at the research centre in Berlin had a significant
impact on my approach on intercultural dialogues from the view of a practicing
musician, and provided the theoretical framework on interweaving performances and
cultures. As an extension to that article published by the research centre in Germany,
this paper is the record of an interview in 2019 between me and one of the singers in
the Saath-Saath project, Omkar Havaldar. Omkar is a Hindustani classical vocalist
based in Bangalore and trained in the Kirana, Jaipur-Atrauli, and Agra gharanas®.
The interview summarises our exchange of ideas on musical traditions across
cultures through our collaboration. It is also a dialogue exploring the differences

in musical practices between Omkar as a vocalist and myself as an instrumentalist.

Traditional method of teaching Indian classical music -

from vocal to instrumental

Kimho Ip (KH): Its the 29" of June 2019, today. Omkar and Kimho are
sitting together in the hotel in Bangalore®. I would like to ask Omkar a couple of
questions, so that he can also share with us the experience both during the last week
in Bangalore, and in relation to some of our experiences when we first met each

other in Hong Kong last November.

4 Omkar’s biographical information is taken from the sleeve notes of the 2-CD album “Re/Semblance:
Saath-Saath” (2021) published by PARMA Recordings.

> The hotel is called Manjunatha Residency, Jayanagar, Bangalore. The starting time of the interview
was 11am local time.



Omkar, I have been learning Indian classical music from you. You teach me
using traditional Indian classical method®, that is to sing the raga together, and later
we practice that together. We do not just learn that raga together, we know the raga

eventually. Can you tell us more about this method of teaching?

Omkar Havaldar (OH): it is always a pleasure talking to you, Kimho!
Going back to our experiences in Hong Kong in November 2018, and in Bangalore
in June 2019, the way we have interacted and the way we have learned together
is essentially the traditional method of teaching Indian classical music. Let me
explain what that is. Generally, Indian classical music is vocal-based. Every
instrument would aim to approximate the human voice as closely as possible.
So, the vocalist is given the highest importance in Indian classical music. These
are not just my words, but generally this is considered to be the toughest aspect
in Indian classical music. This would be the same if I am teaching a pipa player,
a yangqin player or a cello player like yourself. You will be surprised that a
composition like 7ore Nagariya (learned on the yangqin), can play also be on the
cello. How are you able to do that? First you have internalized the raga vocally.
So you now know how to sing that. Since you are an extremely capable artist both
on the yangqin, as well as on the cello, you will be able to translate all the vocal

expressions onto your musical instruments.

This is the traditional Indian way of teaching music. Having said that you
have tremendous expertise in both instruments that I have nothing to do with.
As you have seen, we focused on any techniques of playing the instruments. Instead,
we only dealt with the techniques of learning the raga, learning the composition, and
internalizing it by singing. It is only after internalizing the raga, that you translate the
techniques onto the instruments. That’s the methodology we employed to interact.
I use the word internalize because as you notice that you are playing the composition
by looking at what we have written down on the paper as notation, for example the

taan. But in the performance you did not look at the paper. You started to play the

¢ Indian classical music, or traditional Indian classical music, is in the context of this interview equivalent

to Hindustani classical music.

13
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music creatively. That is the method! That is what Indian classical musicians do’.
We train to become creative. Internalizing the raga is very important because we
would know as we internalize it, we won’t forget it. We simply remember it through

this internalizing. That’s the importance of internalizing, knowing and remembering.

In Indian classical music, what do we mean by knowing? For instance, we
may or may not remember the name of a schoolmate or classmate after several years
of passing out from school, but the chance of forgetting our parents’ names are
minimal or next to nil since we ‘know’ out parents. We never forget our language
because we ‘know’ our language. We do not need to remember our language.
Remembering usually takes place at the surface. Knowing takes place at a deeper

level. That is the difference!

KH: In other words when I learn the raga with you, we have to internalize it until

we know the raga.

OM: Yes. You can say so. If [ have to learn to have a conversation in Cantonese, in
the span of one week, I could probably memorize ten questions and answers, which [
may later forget. But if I study the language and ‘know’ it thoroughly, I will be able

to create any sentence and express myself in a way that I choose. That’s the method

In the chapter on “Taleem- Pedagogy and Performing Subject” of the book Musicophilia in Mumbai
(2020) written by Tejaswinin Niranjana, she explored the pedagogic process engaged by Indian vocalists
and instrumentalists. She has also quoted Amanda Weidman that notation was seen as a mark of literacy,
“and therefore of classical status, and as a transparent and legible representation of orality, and therefore
of Indianness.” (p.150)



of knowing the raga: it’s not just 7ore Nagariya, that you know how to play on your
instrument, but you can also create your own tune in raga Bhairav, which forms
the basis of the composition, Tore Nagariya This is the ultimate aim of the process
of internalizing. So, one fine day, if we have a beautiful session on raga Bhairav,
you will be able to play ten other compositions of your own, since you would have
internalized it. You have the liberty to create your own compositions, once you have
learnt, known, and internalized the notes of a particular raga. In a way, we are trained

to be creative®. I will come to that part later.

Practicing exercises on instrument

KH: As you have mentioned, I have learned the raga Bhairav from you, last
November using traditional Indian method. I have to internalize the notes and apply
some of the techniques on playing the yangqin. For that, you wrote some exercises

on a sheet of paper for me to practice. Can you tell us more about these practices?

OM: These are basically exercises which will allow us to make different
combinations in a raga. For example, this is the root and the scale of the raga
Bhairav:

Sa Re Ga Ma Pa Ta’ Ni Sa - Ni Ta Pa Ma Ga Re Sa

What are the possible exercises that can come about here?

For example if we sing the scale and reduce one note at a time:
Sa Re Ga Ma Pa Ta Ni - Ta Pa Ma Ga Re Sa...

(see fig. 1)

Except for the first one, everything is in derivation.

8 The concepts of composition and creation in improvisation are not distinguished clearly here.
An important aspect of traditional Indian music is its art of improvisation, which is important in
traditional Chinese music as well as in many musical traditions of southeast Asia. Professor
Chetana Nagajavara discussed this in his book Fervently Mediating. Criticism from a Thai
Perspective (2004). In the chapter on the “Arts and Culture of Thailand: A Personal View”, he
explains that the improvisational nature shows the faith in the exhaustible power of renewal in
artistic creation (p.76), and the concept of “composition” in traditional Thai music does not mean
completely new creation (p.79).

®  The note ‘Ta’ can also be ‘Dha’, pronounced like the word ‘the’ in English.
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By doing these exercises we understand the importance of the root and the
derivations. When you understand how to derive from the root, then it becomes
infinite because you can keep deriving. These exercises will lead us to derive and

explore the raga in a much broader way.

The second exercise: (see fig. 2)

GRGR GGRS

If you drop the first GR, that is again a derivative. If you drop both GR, that is a
third derivative. Deriving out of each equation is an endless process, hence every

musician is trained to be creative. These exercises are part of the creativity.

Creativity here again should be understood as the creative process involved
in improvisation. In my other article on the freedom of improvisation, I explained
how improvisation is never entirely free. The musical practice on yangqin or on
santoor has provided the framework for improvisation to take place. To apply these
practicing exercises on yangqin, this technique can be described, as “a transcultural
manipulation, to find ways of improvisation that may reconcile my practice and the

Indian classical tradition'”

OM: Kimho, I now request you to come up with any combination, just take a pen
and paper and write down any combination in the raga Bhairav scale. Let me tell

you how we can derive.

(KH wrote a downward scale):
Sa Ni Pa, Ni Pa Ma, Pa Ga Re Sa

OM: If we leave the first note: Ni Pa, Ni Pa Ma, Pa Ga Re Sa
If we leave the second note: Sa Pa, N1 Pa Ma, Pa Ga Re Sa
Leaving the third note: Sa Ni, Ni Pa Ma, Pa Ga Re Sa

And: Sa Ni Pa, Pa Ma, Pa Ga Re Sa

10" Kimho Ip, “A Hongkonger in Bangalore - Travelling with Two Bamboo Mallets”. Performance
Research: Practices of Interweaving, 25-6/7 (2021): 236.



KH: So, from a random combination of scale I have written down, you can take

away one of the notes and keep making new combinations.

OM: Yes. The possibilities are endless.

KH: You use the word derivation.

OM: Derivation from whatever combinations we think of.

Here are more examples of derivatives (see fig.3)

These are basic examples how we can endlessly sing and derive from the same

combination.

If we double one of the notes:

Sa Sa Ni Pa
or
Sa Ni Ni Pa
or

Sa Ni Pa Pa

And then,

Ni Ni Pa Ma
Ni Pa Pa Ma
Ni Pa Ma Ma

Pa Pa Ga Re Sa
Pa Ga Ga Re Sa
Pa Ga Re Re Sa
Pa Ga Re Re Sa Sa

and,

Sa Sa Sa Ni Ni Pa, Ni Ni Ni Pa Pa Ma, Pa Pa Pa Ga Ga Re Sa

Increasing the number of repeats, to skip a particular note, to sing a particular note

twice, these are derivations. These exercises are important.

17
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Going further, taking the same exercises. In your Bangalore visit, you were able
to do the same exercises on raga Bhibas. In a way, these exercises can be applied
universally, and you could start applying them on different ragas. If we learn and
master one particular exercise in one raga, if we are strong and perfect with the

exercise, we can apply that to other ragas too.

For example, for the raga Bhairav there is this exercise:
Sa Re Ga, Re Ga Ma, Ga Ma Pa, Ma Pa Ta, Pa Ta Ni, Ta Ni Sa

If we have to put the same thing in raga Bhibas, where there is no fourth note and

seventh note, it will become:

Sa Re Ga, Re Ga Pa, Ga Pa Ta, Pa Ta Sa

From raga Bhairav, we are translating the one-two-three pattern to raga Bhibas.

On transferring skills from yangqin to santoor

In another article I wrote about the experience of my first encounter of the santoor:

“Santoor and yangqin: similar yet really different,; familiar faces yet really
strangers. Each step ahead encountering unexpected response, my past
practice on yangqin represents a point of reference, a point of departure, a
sense of home. What I am familiar with is to a certain extent the common
technique of movements with a pair of mallets on both instruments, using
both hands with equal dexterity. Yet further exploration on the santoor
produces unfamiliar sounds and unexpected sequence of notes. Locating
musical notes of a scale, it sometimes corresponds to my expectation but
occasionally contradicts. My apparent acquaintance with the technique of
movements is responded by sounds that are unfamiliar, creating a strange,

foreign feel to my hands, to my ears and to my eyes.”’”

1" Kimho Ip, “A Hongkonger in Bangalore - Travelling with Two Bamboo Mallets”. Performance

Research: Practices of Interweaving, 25-6/7 (2021): 234.



Travelling in this familiar yet foreign terrain of the santoor, I described it as a
journey away from home which is represented by the musical practice associated

with the yangqin.

KH: My next question will be based on the last week we spent together in Bangalore.
This time I have performed with you the same raga Bhairav, that I learned from you in
Hong Kong. In Bangalore, I challenged myself by trying to play it on the Indian santoor,
which is the first time [ have ever played this instrument. You said you were so amazed
by how, like a miracle, I could do it within four days. Can you share your thoughts about

the challenge, and how well you think I was able to try it on the Indian santoor?

OM: I definitely feel that it is nothing short of a miracle of how you could actually
play the Indian santoor. In fact, in the discussion we had with Professor Niranjana
at her place while we were rehearsing, you made it very sharp in our conversation,
you said, “you cannot give a foreign instrument to somebody and ask them to
improvise.” That got me thinking. And to much of your dislike and disagreement,
Kimho, you disproved yourself (Both laugh). You did improvise on that instrument.
And I think you are able to do it because the yangqin is a much more complex
instrument than the santoor. On the santoor, the notes Sa Re Ga Ma Pa Ta Ni
Sa could be played by following a vertical movement, but on the yangqin it is a

complex zigzag movement. That is what I have learned from you, right?

KH: yes, you are right.

OM: Having that map in your mind, and coming of that map and seeking some other
map to play the ascending and descending notes, I think, is indeed remarkable of
you. I will tell you what I found even more remarkable was that you were able to
play the raga Bhibas on the santoor which was tuned to play the raga Bhairav. This
is simply fantastic because you managed to skip the fourth and the seventh notes
that do not form part of the raga Bhibas. First of all, it is a new territory, a new maze
for you. And you were still able to recognize that you are not supposed to play the
fourth and seventh notes. When descending, you manage to play a different set of
strings. I think that is remarkable and I could not have imagined anybody could

achieve this within a span of four or five days.
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If we talk about the show, you already demonstrated the kind of understanding
and mastery on your instrument. This is the inherent philosophy of all Indian classical
music. If you are able to understand the methodology of developing one raga in
depth, you have pretty much mastered the art of developing any raga. Here, nobody
has taught you the way to play the santoor. But you are able to play it. Why? Because
you have mastered the art of playing the yangqin. And what you have to understand
here, are the do’s and don’ts on particular strings. You have to know that. It is like
learning to drive a car. If you have learned how to drive in Hong Kong, does it mean
when you go to Shanghai you have to learn to drive again? No. There you have to
know which route to take. That’s all. Similarly, the santoor became a different place
for you. You already knew how to drive, that is playing the yangqin. That is why you

were able to remarkably achieve that kind of perfection. You are amazing!

KH: Thank you for your praise. I am curious also, do you notice any difference the
way I play compared to traditional Indian santoor player? Did I break some rules or

do something wrong?

OM: We have to keep in mind that you are not a player of the santoor. Even the way
how the santoor is held is very different. Santoor is generally kept on your thighs.

You fold your feet during the performance.

KH: Because of this way of holding the instrument, that changes the way how

people play it?

OM: Yes. Your hands are holding slightly differently. It’s also a different speed of
playing. Hence, the clarity is a bit different. Your comfort of interacting with the
instrument is different. All those things matter. And coming onto the tuning of the

instrument, we have tuned also it in a different way.

KH: How would you compare the experience when we did the same raga on

yangqin, and to the one we played together on the Indian santoor?

OM: I think it is a very funny answer. In Hong Kong, you were new to the raga
Bhairav. Here in India you are new to the santoor. But you are already familiar with

the raga Bhairav!



KH: That’s true.

OM: So when I come to Hong Kong this November, you would have mastered playing
the raga Bhairav. Having said that, in Hong Kong you are on your own instrument.
You are more comfortable on that compared to the santoor. There is absolutely nothing
I would take away from your playing of the raga Bhairav. Since you have spent
time with the raga Bhairav in the last couple of months, I felt that you are already
very comfortable with it. | am looking forward to our next jamming in the coming

November'. You will be familiar with both, the raga Bhairav and the yangqin!

KH: Although I am starting to be curious, now I am familiar with playing the raga
Bhairav on the Indian santoor, and when I switch back to the yangqin, I may feel

strange'!

OM: Oh! We will see.

On teaching musicians from other cultures to play Indian classical music

KH: Coming to the last part of our discussion, we are planning for further

collaborations. What do you think we can try to attempt and explore together?

OM: Our collaboration will be a great inspiration for non-Indian students of
music and musicians to learn Indian classical music. We are fully connected and
really understand each other. Together we can convey this message in the future
collaborations. Many people are generally fascinated by Indian classical music all
over the world. If they see us working together, we can convey to them that Indian
classical music can be learned with a given preparation of the instruments we play,
and the teaching pedagogy I conveyed. They both go hand in hand. Indian classical

music can be performed on a very high level.

2 Due to the pandemic, Omkar was not able to come to Hong Kong again. The recording
“Re/Semblance: Saath-Saath” was eventually produced in 2021 with musicians working
in recording studios separately in Hong Kong and India.

3 During the recording, the piece Tore Nagariya in raga Bhairav was played with Indian santoor
mallets on my Chinese yangqin.
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KH: You said that Indian classical music can be performed on a higher level. Are
you also happy to see some instrument players who are not Indian classical, but play

like Indian classical musicians?

OM: I would love it. That’s just fascinating for me. Like you play Indian classical
music on the yangqin. I did not even know how to pronounce the name of this
instrument before I met you. And raga Bhairav is one of the most ancient ragas in

our culture. Any Indian would really love it.

KH: That will be the same for western instruments. They can learn the way of Indian

classical music.

OM: Absolutely. The only difference is between the instruments. For example on
the pipa you can play the glide, which is a very integral part of Indian Classical
music. On the yangqin, it is not naturally done. You have to apply non-conventional

methods to play the glide.

KH: In short, what do you think is the essential thing you want to teach people who

want to know more about Indian classical music tradition?

OM: In the Indian classical music tradition, we are trained to be creative. What
is the methodology of being creative? In western music there are three aspects
for performance: one is the composer, second, the conductor, and third, it is the
performer. But in Indian classical music, you are all three-in-one. You are your
own composer because you can compose your own songs. You are your own
conductor because you want to know in what direction the song has to go. And you
are performing yourself. When this happens, musicians have more freedom and
creativity. This is what Indian classical music gives us. Everywhere I want musicians
to enjoy absolute creative freedom which Indian classical music has given me.

That’s what I want to convey.
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Growling, Cooing & Rumbling with Dino-Bone
The Domination of dinosaur’s vocalization
beyond performer’s expectation

Siravith Kongbandalsuk!

Abstract

Dino (2022) for “Dino-Bone,” 3 percussions and prepared strings by Piyawat
Louilarpprasert is work scored for a combination of extended acoustic instruments
that aims to recreate and reimagine the vocality of dinosaurs through acoustic
instrument. “Dino-Bone” is an extended instrument comprised of a metal pipe and
plastic tube attached to a trombone with a total length of 1.5 meters. The mouthpiece
of the trombone is replaced and alternates between bassoon reed and saxophone
mouthpiece. Due to the methodology which reforms the mechanism of a trombone
— the acoustic of the instrument is being augmented and enabled to create a series
of complex spectrums, timbres, and several frequencies that are not possible on a

regular trombone.

This paper discusses: 1) The sonic possibilities that were discovered (both
expectedly and unexpectedly) during the rehearsal and performance of Dino (2022). 2)
A compositional analysis and interpretation remarks from the performer, with a focus
on how the sound of dinosaurs were recreated and reanimated through compositional

notations and the use of this extended instrument.

Furthermore, this paper also explores more broadly possibilities of recreating

the sound of both living and extinct animals with acoustic instruments.

' Lecturer, Princess Galyani Vadhana Institute of Music, siravith.k@pgvim.ac.th
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Introduction of the instrument: construction and sonic result

Dino-Bone is an innovative and experimental amplified trombone created
by Piyawat Louilarpprasert for his composition Dino (2022) (see figure 1 & 2). The
instrument is designed to produce a wide range of sonorities by means of metal pipe
and plastic tube extensions for amplification and alternate sound-generating devices,
including the bassoon reed and various saxophone mouthpieces. The instrument’s
amplified sound is activated through the extensions, which allow for the exploration

of new timbral possibilities. (see figure 3 & 4)

Figure 1 - 2: Recording session of Dino (2022) composed by Piyawat

Louilarpprasert, performed by Princess Galyani Vadhana Institute of Music

Youth Orchestra with Peter Veale, conductor

The unusual sonic possibilities offered by the alternate sound generators in
Dino-Bone include high single tones produced by playing with a tight embouchure and
lower pitches with buzzy crow sounds created by loosening the embouchure, similar to
the sound of playing a bassoon reed. The sonic effects of various sizes of saxophone
mouthpieces (soprano, alto, tenor, and baritone) and trombone (small and large bore) are
explored through this work. The combination of an alto saxophone mouthpiece and small
bore trombone enables the player to produce compressed, low, buzzing and growling
sounds and also to shift to high, squeaky, and buzzy sounds simultaneously by adjusting
the oral cavity and position of the embouchure. The latter is is the preferred sound of the
composer (Louilarpprasert). Additionally, playing with a saxophone mouthpiece offers
a larger dynamic range compared to playing with a bassoon reed. For example, shallow
playing creates very soft, compressed sounds, while deep playing creates louder and

projected sounds, along with unexpected squeaky sounds and shifted high pitches.
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Figure 3 - 4: Dino-Bone — amplified trombone with an extension of metal pipe
and plastic tube with alternate mouthpieces of bassoon reed and saxophone

mouthpiece as a sound generator

Visualize the sound of Dino-Bone:

For this study, spectral analysis was employed to investigate the sounds
produced by the Dino-Bone. The aim was to understand and differentiate the sonic
characteristics of Dino-Bone from those of an ordinary trombone. The spectral
analysis of the ordinary trombone (see figure 5) is based on the fundamental of
the overtone series, whereas the spectral analysis of Dino-Bone reveales a distinct

deviation from the overtone series observed in the ordinary trombone.

Two forms of sound were observed when Dino-Bone was played with a
bassoon reed. The spectrogram analysis showed that the entire spectrum of the
sound produced covered frequencies ranging from below 10Hz to 7,000 Hz, with
a single tone relying on frequencies between 600 Hz and 1,200 Hz. The distorted
and clustered sound, on the other hand, was characterized by a group of frequencies
ranging from 600 Hz to 1,200 Hz, with a nearly equal amplitude (see figure 6). This
resulted in a complex frequencies and made it difficult to discern the upper pitches
of the overtone series. A different form of sound was observed when Dino-Bone
was played with a saxophone mouthpiece. The spectrogram analysis revealed two
distinct forms of sound. The first form was characterized by a low buzzing sound,
which covered a wide range of frequencies from below 10Hz to 7,000 Hz without an

obvious outstanding exact frequency. The second form was a squeak sound, which



covered a frequency range between 1,000 Hz and 2,000 Hz and exhibited a higher

amplitude compared to the low buzzing sound (see figure 7).

Figure 5: Spectrogram of trombone playing middle C pitch

Figure 7: Spectrogram of Dino-Bone playing with alto saxophone mouthpiece
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Compositional of Dino (2022) and performing analysis of Dino-Bone techniques

In the solo part of Dino (2022), the entire 16 scenes demonstrate the unique

sound of the Dino-Bone and showcase its versatility in both solo and ensemble contexts.

Scene 1 - 8: Dino-Bone (bassoon reed playing) with the orchestra
Scene 9 - 10: Dino-Bone (saxophone mouthpiece playing) Cadenza
Scene 11 - 12: Orchestra only

Scene 13 - 16: Dino-Bone (saxophone mouthpiece playing) with the orchestra

In scenes 1 to 8, Louilarpprasert utilized the bassoon reed (see figure 8) to
imitate the roaring characteristics of dinosaurs and convey a progression from slow
to medium to fast pacing. He begins this section with a single tone and then becomes
multiphonic. However, | as a player decided to interpret it in the opposite way. I
decided to present the unique multiphonic sound at the beginning then changed the
timbre at the end of the opening section as a cue for the orchestra. With the progression
from slow to medium to fast pacing, Louilarpprasert gives a lot of latitude to the
performer through his notation. For instance, in the slow section, he notates a variety
of timbre and sound gestures with sustain notes such as fermata and longer note
values (see figure 9) while medium and fast pacing, he writes shorter notes (8™ note
and 16™ note) as well as description such as, “short, repeating/improvise and have
some rest between sound and building up the energy” (see figure 10 & 11). Although
there are some similarities in the musical notations between these three sections, to
differentiate them further in my playing, I played the slow paced section with slow
glissandos while I played the medium and fast-paced sections with medium and
medium-fast glissandos and slide tremolos. In addition, I played rhythmicly together
with short fragments and repetitions of materials in order to build up energy. These

choices are consistent with the indications of the composer.
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Figure 8: 0.00 - 0.20 minutes from Dino (2022) Roar/approaching
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Figure 10: 0.40 — 1.20 minutes from Dino (2022) — medium pace
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Figure 11: 3.00 — 3.50 minutes from Dino (2022) — fast pace

The following sections (scene 9 — 10) represents another sound made by the
Dino-Bone, this time through the use of a saxophone mouthpiece. These scenes were
written in cadenza form precisely to showcase the uniqueness of sound and sonic

transformations on this instrument (see figure 12 & 13).

4.20 4.30

/ P
Figure 12 - 13: From Dino (2022) — notation and performing picture

with saxophone mouthpiece
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In this cadenza section (scene 9), Louilapprasert indicates five characteristics
in the solo part: static motion, quasi-static motion, dynamic motion, more dynamic
motion, and even more. These five characteristics were indicated with different
musical notation, for instance, the static motion was notated with sustain notes (half
notes) and soft dynamics while quasi-static motion contains faster notes (16™ notes)
and louder dynamics. The further systems of Dino-Roar, dynamic motion, more
dynamic motion, and even more, use the same materials as previous systems with
addition of faster notes (16™ and 32" notes) as well as rhythmic figures, glissandi,
and articulated playing. Louilarpprasert indicates that in all these sections the squeaky
sound must be used according to the performer’s judgement of the characteristics of
each system (see figure 14 - 18). With this open notation, I interpreted these sections
by providing slow glissandi and few squeaky sounds in static and quasi static motion,
then I increased the speed of glissandi and added more fast rhythmic motives as well
as squeaky sounds in order to transition into the increased dynamic motion of the

angry dino-roar in the next section.
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Figure 14 - 18: 4.30 - 5.30 minute of Dino (2022) - static motion, quasi-static

motion, dynamic motion, more dynamic motion, and even more.
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With the indication of “angry dinosaur” the orchestra responds to the solo
cadenza in the following scenes (scene 13 — 16). At this point, the soloist is instructed
to play with fast and rapid glissandi using 32" notes and to match the sound of the
solo instrument to that of the orchestra, which includes extended sounds of prepared
strings and percussion (see figure 19). In this section, the same sound materials
from the cadenza section are used with increasingly loud dynamics, faster rhythmic
motives, and more rapid slide movements. This is the most enraged part of the
entire work. At the end, Louilarpprasert writes long sustained sound with decreasing
of dynamics as well as the description, “try to make high frequency from the low
fundamental as much as possible, sharpy, squeaky, and itchy” (see figure 20). The
performer interpreted this ending with fading sound of Dino-Bone together with

lethargic glissandi, very soft dynamics and fewer squeaking sounds.
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rage: try to correspond with other instruments
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Figure 19: 7.10 — 7.50 minutes from Dino (2022)
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Figure 20: 9.30 till ending from Dino (2022)

Performing analysis and interpretation

Due to its open and indeterminate notation, performing on Dino-Bone
requires improvisational skills, particularly with respect to texture and gesture.. This
instrument provides a unique and challenging musical experience for performers.
Unlike traditional instruments, the Dino-Bone places a greater emphasis on timbre
preference and the gestural aspects of sound production rather than exact pitch
recognition. This is due to the deviation of the sound produced by the Dino-Bone
compared to the traditional overtone and harmonic series of the un-extended
trombone. The placement of the bassoon reed in the cup of the trombone and the
attachment of the saxophone mouthpiece both cause instability in sound production.

This instability, which contains both predictable and unpredictable aspects, requires

31



32

a high degree of improvisational skill, adaptability, and multi-instrumental skill,
including proficiency in playing the bassoon reed, saxophone mouthpiece, and slide
trombone. Overall, the Dino-Bone instrument offers a distinct and unconventional

musical experience for those who seek to explore new forms of musical expression.

In conclusion, when performing on Dino-Bone, sound materials, timbre, and
gesture are important elements to consider. Due to the complexity and instability
of these elements, it is necessary to organize and execute them at a certain level
in order to improvise and allocate the proportion, duration, temporal division, and
characteristics of the sound materials accurately. This will ensure that the performer’s

musical interpretation and the composer’s desired outcome match.

Further discussion: Aspect of sonic possibilities and performative function

through extraordinary instruments.

The Dino-Bone instrument was created specifically with the purpose of
reimagining the acoustic experience of dinosaur vocalizations. However, the
instrument has its own unique sound that can be interpreted and utilized in other ways.
There is great potential within the Dino-Bone instrument. Future performers may wish
to expand its performative capabilities and increase the diversity of sonic possibilities
it can produce. This can be accomplished through two complementary avenues
of inquiry. The first approach involves utilizing the discipline of paleo-acoustics
to investigate and re-imagine dinosaur vocalizations, resulting in a more accurate
representation of these sounds. The second approach involves exploring the unique
sound and performance techniques of the instrument, including experimenting with
extended playing methods and modifications to its size and resonant properties. Both
approaches are focused on uncovering previously undiscovered sonic potentialities

and enhancing the instrument’s performance capabilities.
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Abstract

This research project aims to promote the piccolo flute on the Thai Classical
music scene through the creation of newly composed pieces for solo piccolo by

international contemporary composers.

This research is based on performance practice studies of selected original
pieces within the piccolo repertoire conducted through interviews with the composers
Pablo Aguirre, Mike Mower, Salvador Brotons and Morakot Cherdchoo-ngarm.
The study demonstrates the sonic and expressive potentials of the modern piccolo
through the range of timbral variations, dynamics as well as the range of sound
projections explored through the entire range of the instrument. The composers
also often integrate various musical materials borrowed from contrasting idioms
such as jazz and traditional music in their compositions, showing that the piccolo
can also be a tool to explore cultural exchanges in music. The author hopes that the
interest generated by this project will encourage more practical skills studies and
musicological studies of the piccolo, as well as generate a wider appreciation for
this particular instrument. The project also hopes to encourage Thai composers to

write for the instrument.

Keywords: Piccolo / Classical Music in Thailand
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lauA Tres Piezas para flautin (Three Pieces for Piccolo) kag Recuerdos usniniiaain
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Abstract

This article presents a study of the history of Siamese musical instruments based on the
annals recorded by the French during King Narai the Great’s reign in the mid and late
17th centuries (between 1656 and 1688). The French ambassadors came to Ayutthaya
sent by King Louis XIV on a mission to improve relations with Siam. Through an
analysis and synthesis of the historical ethnomusicological French sources, as well
as other relevant English and Thai translations, the research focused on 1) musical
instrument nomenclature, 2) physical qualities of musical instruments and their
uses, 3) various associated situations, and 4) overall musical instrument synthesis in
the Siamese royal court during the Ayutthaya period. The results suggested that the
Siamese considered music to be an honorable device for the King. The rich music
landscape described in the country includes musicians, musical instruments, methods
performing, the ceremonies, and overall sound characteristics. Due to the limitations

of the records, the material were deliberately examined on a cross-cultural basis.

Keywords: annals, Siamese musical instruments, historical ethnomusicology, King Narai
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Tuatiumuwinsaaa gatiunvanwdnguuazatuulaniwilng swdnuiay 82 aliy
1AELONE1THN 9) mdwﬁlﬁgmé’ummLLaza%msJL%qi’nmqéhumam MIYA NSA NTVIVNT
NsUSTRYIUaNe warderuinTin ndnuenansiananudeyaiuAals Tnusssy
puRSTDITIAENT AL 20 2ty SuflidomaseurquitunsvunuaeTesauniiiangg
namdessnwlne mslimBuanausing fusn Aussenefivdisnuusanznemenm
YouAdRIAURTUsATIATEY UMM v susTasTinuluUTUNAS 9 naenauAm
mmarfuusssnusslusddnasulutasnaniu elssnagnisadnanssdeiaais
waynniUssdudeduiuguig  idufinduainiiunnug Visued was Sausssuvesudin
ynglsufiannsnavviouspmosuazlanvimilugiuy “auuen” Aunisusngieadeya

a

AaU TAUETTUAURTUDIY NN ALY anseaursiuanvanemn N Tuinlaeu WS eangud

2
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Jafinauuazadnudifyien1sfnuinieniulseifeansuas Tnusssuaunsvadlng

o =i
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A1919N 1 3’]EJGUEJLLagﬁ]@VilnSL%ﬂmﬂﬁqﬂﬁmayja@umi 7UIU 20 AUU

59



60

11 3910500 TnY

§Wu | Joaavaneing Ui Forfuiin/srusau
NUN
1 Description Générale de UAsie : premiere | 1660 Pierre Davity
partie du Monde, Paris : Denys Bechet, 1660
2 Relation du voyage de Mgr.l’Eveque de | 1666 Jacques de Bourge
Beryte, vicaire apostolique du royaume
de la Cochinchine, par la Turquie, la Perse
les indes etc... jusqu’au royaume de Siam
et autres lieux, 1666 Paris : Denys Bechet
3 Relatoin abrégée des Missions des Evesques | 1668 Francois Pallu
francois envoyés aux Royaumes de la
Chine, Cochinchine, Tonquin et Siam, Paris
: Pierre le Petit, Edme Couterot & Chalres
Angot, 1668
4 Recueil de plusieurs Relations et Traites, 1681 | 1681 Jean-Baptise Tavemier
5 Relation historique du Royaume de Siam, | 1684 Claude de Ulsle
Paris : Guillaume de Luyne, 1684
6 Relation de ’Ambassade de M. le Chevalier | 1686 Chevalier de
de Chaumont a la cour du roi de Siam, avec Chaumont
ce qui s’est passe de plus remarquable
Durant son voyage, Paris : Arnoul Seneuze
et Daniel Horthemels,
7 avudi 1 Voyage de Siam des peres Jesuites | 1686 Guy Tachard

envoyez par le roy aux Indes & a la Chine
avec leurs observations astronomiques,
et leurs remarques de physiques, de
géographie, d’hydrographie et d’histoire,

Amsterdam : pierre Mortier




8 adufl 1 509 Journal du voyage de Siam | 1687 Francois Timoleon
fait en 1685-1686 par M. l’Abbe de Choisy, de Choisy
Trevoux : La Compagnie,

9 atufi 2 389 Journal ou Suite du voyage | 1687 Francois Timoleon
de Siam en forme des lettres familieres de Choisy
fait en 1685 et 1686

10 Journal du voyage du Siam 1687-1688, Paris | 1688 Claude Céberet

11 Histoire naturelle et politique du Royaume | 1688 Nicolas Gervaise
de Siam, Paris : Claude Barbin

12 | Journal d’un voyage fait aux Indes | 1688 Robert Challe
Orientales, Paris : Mercure de France, 1688

13 Relation de ce qui est arrivé dans le | 1688 De la Touche
royaume de Siam en 1688

14 atudl 2 Second voyage du Pere Tachard | 1689 Guy Tachard
et des Jesuites envoyez par le roy au
royaume de Siam, Paris : Daniel Hortemels

15 | A European Version of the revolution in | 1689 | liusinguiugdudin
Siam at the end of the reign of King Phra
Narayana, 1688 A.D. London, 1689

16 Du Royaume de Siam 1691 Simon de La

Loubeére

17 Mémoires du Comte de Forbin, Chef | 1748 Claude de Forbin
d’escadre, Chevalier de ’Ordre militaire
de Saint Louis Tome second 1656-1733

18 Relation de la France et du Royaume de | 1883 Monsieur Lucien
Siam de 1662 a 1703 Lanier

19 Histoire de la mission de Siam 1662-1811, | 1920 Adrien Launay
Paris : Anciennes Maisons Charles Douniol
et Retaux 1920

20 | Voyage de Siam du pére Bouvet, Paris : | 1963 Joachim Bouvet

Janette C. Getty, 1963
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Tnemstiauedoyardoswusivessmasnluaded fideudasuuuunansing
Toyairdosmusiiunngluaamnewniis 20 aduiiy TnelivdnmsmeunAnmsdaszu
YeaLA3a3AUA3 (Organology) WazlUsUszlnnia3osnus3ues 83a 10U ssu Uoana
LAEIATY FAd (Erich von Hombostel & Curt Sachs) LteanansnduunyszLnmiaieeus3
MuLesAS BTy MR TuAnTidenendodaunasine 9 vesaundv gy Tnsuus
soniu 4 ngu Uszneusne 1) nguiAdesnszny (diophones) $1uau 7 3o Uszneu
ey szala dea (Insls-imia-diosde) dosas (nmddles) a1u ulnsedin 35 uazniy
(nfudsme-nFulani) 2) nguiA3edan (Aerophones) $1uau 6 1A38S Usznause 1N
dnd ot unsou unsdilng (unse) U wazude 3) nguiaTeantls (Membranophones)
$1uu 7 e Uszneusne Tnu aglinu nzgeystly Vst nassuy naesdn nassaemth/
nasstiiAn waznasdlvy way 4) nguiA3edans (Chordophones) $1udu 4 LATeq

UeNausieg 9ane 989 Yeauans waznsedul niouninisdunsgriuagiinsendeya

£
=

MNUSUNN U TRMEnSAUNS Ngufaunsieliliauanysallutoyaifrunug Wy
adaa v Y
nadsitadedaya

= v Al & < - o = o w
nsfnwdeganunsnusngluaninemsiidunseuiunsinsenindenudAgy
vostayanumsaunildlulsyifmansnaiunsalugnisesuiedemarsvesnunsive
TuadunyerSoysen wngraesvadeauianssunsealumsy (w.a. 2199-2231) dudu
Toyanunsniinannistuiindeyavesdunanisaliildlydnivinmsaunilagnse sauds
a A 19 1 v a ac t4 [ ¥ o v = A
n1sUTIssanwnldliniwvesindgnisauniinin druludediinnianisdeansi
ldanunsavdnidesld lnensiansantevesasemunsnnuluaavinematy wuguassa
lunsseuieiAIeenuns 2 Usen1s e 1) YenldseninIesnunslulagduraieinses
AuRsEAMUNITUMIRaNTduliugule willaudaudaiuludnyagnianienInyes
\AseeAun3 wag 2) Teyannuluenaisunngdnvasnineninveaesesussenslily
& = 4' = = @
ety @1usautlaiduasosnunivssinnlaussinnuilanusingludagdu

A o~ & a1 W I aa o = v ) ™ 1%
witlToisuniATaInuRssiueenly avtu n9iddediesendenisiniunaleniu
Usznoudhiulunsihunsiufiansan deliliteyaaguimilugdamiaislunisesuiey

USINYNITUNMAUAT AN F8kUIMIe 4 Usens Ao



1) NISEISIINITVUIUUIULATDIAUAS

= « a = o aa = Yo =
N15UTRLATOIAUATHIN 9 TUTINgluanmanewgty WuTsnsNTIvyaRduin
ldimuani1sienyeinesnuns 2 sUwuy Ao guuuui 1 In1saemdsanivilng
@ ad a Y [y LY . . -'-NI (Y} = 1 o 1
Jwisnisoeadedlimludnuslsdu (romanization) inssiudssluniwilve wu fA1dn

» @ » o« Pk

tong” “pi

» o« » o« ANk

“cong” “tapon” “schoung schang” “tré” “tr6” “pat-cong crab”
“tlounpounpan” \JuAu TIMEINTMTEUUNTAYAARLUU phonetics Wi 131 “tchang
cap” Judu FBnsnenddensasdiaruifeidesiunisfnessuunisaieidsamnnim
(transcription) Aiguiinaanemarriamaiulinwdfaalunistuiin Jallg
mMsfiasanmwiduetu Insdnvazmluveansmedsstuniw shusngsssumnives
Msehedsslsznisuilen mnnsaiedesdnenvudliiuszaunadisa Sainnisden
T aesilndifesfunuwliwnudssvesnwlng drensidudimanwwimneilg
lainsafuniwvesnues (mother tongue)® aviiu FoyaiiusinglusamnemnIainny
AUARIAAAOUTEVIIINNSENEEBeIRSEnTaInTeInuns fedesiinseniiennw

Inganunsaasudadenisenisasndesioanidu 3 Usziu fie

Usziauil 1 Auan1z v Tuiinfidinanen1sauIuuInAIeInuns As
ANUINNAAIUNNTOOALEYIMINANNALATBINITERNIEBLAEAT AN (mother tongue)
Yo3rsuea lnednwararuddavesiuiinluwil Fedudenndndesddlalunsd
N5ANYIUNTRUSTIY (cross-cultural study) Aeifu MTITAdedaLARUANANIZHN 9
Tuaavinews) gAnwidesiaudilalutadenuanuansvesduindis nasnaunis
Anuuunugiuananiziy o Sududedianuszlingsds wu degnanunainnden

l a o N =] & Cgp »
Yoensanedssasiluniwing adanuaniglunisesnidesdneys “n” Tuawlneg
:J’ PN Y] o = 3 a « 9 V7 gj o 1 « " 2
Wy Anwsuasineanidsenanatdudss “U” wuinnan’ avtu A1 “tapon” (AW
SaAgpanidesin “aluu”) wsefeg1amin “tong” (MuwNSuAaaanidasin “fe”
luvgiAmfdeinisesnidesuunuinegd As A9 “Inu”) udrdenaadiugnis
a v | o oA Y Y v o & .:4' Y]
Annuveseulaliennin Wesheanuianudilateyaiiuguiseswmunsiuiausssulne
9n1e NMsUTINYTeyaiussengsgazidenamziiglfudnyuLEN Mg TaU
fansesnunsuselan “Inu” laegretnau Juihlrmdnlanssiulain A1 “tong” fanann

mneds “Inu” dsdregtonnnuluanneing A1 “tapon” uagAin “tong” elull

Briere, Eugéne J, “An investigation of phonological interference,” Language 42, no. 4 (December 1966):
768-796, https://doi.org/10.2307/411832.
Christophe Crouhy, interview by author, June 6, 2020.
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A798191 1 A9 “Tapén” MNIAMNELNAYRY T34 LA a1 guus 1589 Du Royaume

de Siam auuN 1 AIUBAINLIN

FEAYC {UC 1autrc, qu s nomment lpﬂﬂ&- wi 7 o1
2T Acela ilsmclen detambour,
mm'lc Tlounpounpan , | & le Tapén. |Le bois du

tlounpounpan eft d Ta grandeut de celuy de

nos tambours de balque, mais il eftgatni de
peau des deux ctez comme un veay tambouts

&de chique coié dubois pend une balle de

plom aun cordon. Qutre cela le boisdu tloun-

pounpan et traver(¢ depart en partpar un bi~

A 1 A1 “Tapon” MUTINGLULBNANTURTLS 1AB a1 quUs

a1 - Simon de La Loubére®, (1691)

Lo WT&" cifdeta figare d'ﬂn'l':a?rﬂr onle v.
devant, pcnduaucol parun cordon ; LeTapone
Batluslesdeuxpaaux; de chaquemain

Zq:l!‘;‘f R 20100 SD

aé&.rcp‘ﬁpi\aejﬁ gl AU L A D

AMWA 2 A1 “Tapon” MUTINGLULBNANTVRTLS 1AB a1 quUs

#ian - Simon de La Loubere, (1691)

§172981499 2 A191 “Tong”

bruit tout bizarce qu’il cﬁ,q’:ﬂ_ﬁeiz_de__ defagrea~

vicre,
vir 1l accompagnent quelquefois lavoix ayec
pesom-  deux ba oi:.s.can_t.s;zqufi,lsappfﬁ@?“‘éﬁ’ﬁ

mens de quilsfrappent Iun contre Pautre 5 & celuy qui
Livoix. chane ainfi sappelle Tchang-cap. lklefg::.
venit laveille desuopces avec plufieurs de ces,
inftrumens dont jay leé._ Lepeuple accom-

- pagacautli lavoix le foir dansles courtsdeslo-

temps en temps d'un coup de poing dek
1+ droite.: C'eftune boucille de terre fans fond,
ra &1ui_mli§lfd;fondcﬁgu;nicd'nn:pﬂ_u,m

ouicta,
dl o ! “ 9 N IS s
AN 3 AN “Tong Vlﬂi']ﬂ{ﬂuwﬂﬁ’]i‘ﬂa\‘lelmﬂ bB a1 QLU

®  Simon de La Loubeére, Du royaume de Siam (tome premier). Paris: Chez la Veuve de Jean Baptiste Coignard

et Jean Baptiste Coignard, 1691.



aau msldnewsaeaiedesiivedingm Suanddiiug cerSeruane
vouUuiindwanonsaadesesdimeuiu anuiuideraduauyfigunonstuiin

° 1Y = Y} ax ) PN | & v
ﬂWQWUWIV]FJ@'JEJiBU‘ULﬂENLLa%@ﬂsﬂﬁﬁqﬁ‘Wq\‘iﬂmSﬂﬂJiﬂLﬂﬁmﬂﬁqﬂQIUQﬂﬁﬂJqﬁJLﬁﬂlllll']ﬂﬂu@ﬁ

Uszhiull 2 mwsnsgaadivdaasenisiiontouazanudilanaeiu Fududs
Nnesmiladsluadudenn WeAnwianvagmniwnsuaanldlunisaendusaniwiineg
A % A a a g I A % a = 1
Aa dnuarnwIvesreAsesnunstulunwnuIngldluadoneasoysen Janudn
TunaneAln1TUUIULILTOLTINLATOIAUATTILANAINAINNNSISUNTBIATBIAUAIT LYY
Ja30u AIN15UTINYUDLANIEVBUATDIAUATIIUIY 10 A1 WU crab (n5U) pat-cong
(U1ndioe visemdunlnalAes wu Jinfes winAes ninddes 1udu) cong (5194)
clong (naea) pi (V) racang (5ed3) tre (ums) tré (n1s) tapon @elnu) tong () Wudu

] = A .:4' A v o w A v & o o A a a
aztu NsienFeiaTesnunsidedAgyAnansliiuil ASendeiinisildsuuuainia
gaadle LdesmgiaTesnunsluadedndndduulduindnidisisuiuiaTesnunsily
lulagdu dudu Jeyaatuulanszyinaiesnunivseinmaieansenulangdeniny
31 “dorisdiuau 1 3w Bendn “wnddes” Fadurminnanenaisiuatu szya
pat-cong (Wravesnidsdlu “Uin-Aoa”) Aafnog1990ANULATATNIALASBIAURS

“pat-cong” NNLENATTUTINIAMINLINATBITUS LAD A1 QUUS

a

& coups de poin 3,40 D 2qun2 s Squen

- Isont un antre inftrument compofé de tim-~ v,
bres, quiils nomment pat.cong. Les timbres e
font mis tous de fuite chacun flar un biton timbses,
coure, & planté rout/droit fiir une demie cit-
conference de bois pateille aux gentes d'ane.
petite roué de carrofie.  Celuy qui jougde cet-
Inftrament, cft affis aucentreon dlaplace da
moyeules jambes croifées; & il frappe les tim-
bresavec deux bitons, don il tient 'an dela
main droite, & lautre de 1amain gauche. II

me femble que cér inftrument 'avoi qu'une
quinte redoublée d’érendué : mais certaine-

ment il n’yavoit aucuns demy-tons , ny riew
pour éouffer le fond’untimbre ; lorsquelon-
en frappoit'un aure. ¢

C'¢roit un chariyary de tous cesinftraments  VIT.

enfemble, que la marcheque l'on fonnoic a SO,

] o ! « 9 = IS s
AINN 4 AN “pat-cong VlUi']ﬂQIUL@ﬂﬂ']TUENGUNQ bB a1 QLU

i3 - Simon de La Loubere, (1691)
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WA 5 20 “pat-cong” 1ag g 1o a1 quus

a1 - Simon de La Loubeére, (1691)

VIeLllATRYAYDUATINUATUSELAY “90” TIS3ydn Hangdnuiuauans ToyaTey
A o o« - 5 Y A i 1 = & « 4 y = A
Foenamzd “visvselns” (Fullvgiudt dnaveenideady “nelsvisense” Fellany

TnalAesiuA1In “n$2”) wazlunannmwlve Wendaauy “ns” sendesunlloudu “o”
avilu M3 “nse” forndudnfeniudiin “ae” muAiladuvemszeioyuusyow’
aziudainusnganiwlve a1dn “Ing” @s A191 “go”lwenarsaduslanivlng

Jundn dadegadennunusngluenaisves dud ine a1 guus

111 1s ont de mauvais petits rebecs ou violons
Reussin- 3 trois cord 'ils appell ]

remy cordes ,_quils appellent 777 , & des

ments: haut-bois fort aigres qu'ils nomment 77, & les

'h"b‘au thois, Cipagnols Chirimias, 1ls n’en joiient pasmal,

., &Kilsles qccomragncnt du fon de certains bafs

fins de cuivre, {urchicun delquels un homme

appe uncoup, avec un biton court, icer-

a o 1 « ) A:l' IS s
AINN 6 AN “Tro Wﬂiﬁﬂﬁiuwﬂﬁ??ﬂ@ﬂ"ﬂﬂﬂ B 81 LUl

ﬁm : Simon de La Loubére (1691)

Mndeyaiusngluanmnemaiangt? fodundnguansanualdnysvesnIsuuu

= ~ @ ~ PRy Py | Y] ~ )
wnAsInunsgeauargluatungersegseninsldtaguanasainianildludagiu
WANING 1ATBIAUATINYEIRETUgaauaeNUTINg lu s ssuauss Y Jagduds
AITENIT “AIVUS” AEANYUZIATEIEMINA01 T ULAS0IAURSVDY “TUUSTTUAURNS
lusgaugiinin” winnieussndldianizngy agldu nsSenteiies “a33” vise “ns”

Jeoduiivguladn TEnsSentemnieuiundusasaduinussausuluginabeaiv

° dufanszidusndee Wiihnsunssedasuyiaiaed, vuiinces AINUTAN 9 UsenIUNTeI0YUINTIVoY
tau 3 (nganw: neamnwily, 2521).
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neunaggnuanesnainiudsanuamaululseinaludunds aziu Wend s
5 « 9 o ) « A RN ¥ A Pl [ Y o o ¢
wsesEeUsEan “ns” (00w “tro”) Fadutivgiuladn iunmsldadn
P~ = = = « " = = v
PdoasiunInanuniUsean “ve” (munisesndeaieniunmwilnewasniunisliisen
wudsadedagtu) uenaini wIeenunsUsELANATEANNUTINGINTHAINLIITBLANE
= 1% =i i v 2 v vy & 41' Naa
nanvatgau sl uuIsnUTIngmstdanunuand1siu Faiuldinduniosnuning
Anuvainuranglddesluninainsnunivseinndu Jsdmalimaiesnunitu o JveEen

NIZLAZAAANTAINNAIBUDINITAELFU LA ANBSUILINTY

lunanduiuuenannawndegeadeNdenasion1sisenteuazaudilaneng
Tl TiaunmsmumdnimeeussiunmyeliureSaaanuiuuasugiuuunisaznam
= o g v o D = = Y a o a A v
Jafldrilinisianudilavsensianudesiiansanamusluuumiiuisundaie
WUy Ay f9819A137 “Austes” Tutanaistuiinaanunewisuasiilnaid wysuaa
584 Histoire naturelle et politique du Royaume de Siam U a.¢. 1688 utiisaatiuifen
d‘ o ‘;’ ¥ U Y1 I A v = 1 1 v YV L%
MsingAilananiliin vqelisnwasdedlinaundeu dennuluenaisatuniwiine

10 g sefuAnlULeNETS

uwialng dud n. Inwauns seydn “..devvgelumagnaunaousilys..
atulan1w8inguA1i “flutes” faaA111I “... and their flutes are scarcely any
softer than these...” Wai desgevasmnnivunuagbifidosiiyuuia daudiluniw
W5naa wunsldiddn “Leurs flustes ne sont guere plus douces” wuain L?iEN‘UEjEJ

YININENUAL UTPINUTDUNINULGEY FIAIDENTDAINUIN

trois Cordes de il d'Archal, Leurs T
tes de cuivre reffemblent affez par le fon
'dl;: ;cndcnt aux Cornlcu tll::tn nos P.

ervent appeller Vaches ;

Leurs Fluftes n‘e’ml!;n:”‘ plus douces ,

ils font d'atllcurs un carillon avec de petites

Clochettes, qui réjoiiit affez quand ils ne fe

u_xcﬂcm point au fon de leur ‘a.mho\u d Ai-

AT 7 A1 “flustes” MUsInglutenasvesiilnand uyswaa

1 - Nicolas Gervais,? (1688)

Alnand wwswoa, Usedimansossuriduasmsdeunssiveraninsaey - lusuduasnianszusigalumig,
wUalae dud v. Inwauns (wseuas: A1Int, 2506).

Gervaise, N, The Natural and Political History of the Kingdom of Siam, trans. and ed. John Villiers
(Bangkok: White Lotus Co., 1989).

Gervaise, N, Histoire naturelle et politique du Royaume de Siam, (Paris: Claude Barbin, 1688).
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Faduazdidléin fin “Austes” Wumdmsildsuuuunisnauduunid Gy
nLYNTUNTINTIAaUTINgNsiEARanas1n U A 1694 mainefls a3esnunsi
Font “wgn” Tuilagiiu waeseunldasusuuuunsanddnanidulv udi
“flute gn]” wanslumauynsuawdiaaa 5190 a.a 1740 uagldnaunsgisilag i
Fe9neSarienssuil 17 (A.e. 1600-1699) fiUsIngmdmviaamauynsuasliaaa
wuuAiy venanasdunstiufindeyadeintoswmusisesudri “Austes” Tuanvnewe
fuud uandlidiudetaunisvesdiGendeirdomund dadeoifimuaenndosuarns
funwildlugnasiongersegsenludvaivaudanszuneninmay (a.a. 1656-1688)

nowardyalRlisurin “Aute” agrangnaznaddananldlutagdu

Usziuil 3 nsaeadesdiilaelfidesniwivedugiu \Wuisnsmiandudin
o I3 = = P i = o ol & A o
MnsNUTIgazdenveddsaanisiuanaganideeaiigluneil saaa tiesne
Auanzang 9 1 Jeiiansanlaannisidenlddndanisesndesilneidundn deanuey

AmelUil

NWrNITORNEYY “5” MR “racang” @98nes “3” Tuntwlnetu v1anseE
ldanunsaeandealamileudsduniwing uigduiinifenlddnusda “r Wwdgiiunis

\ a ° ) ~ v = €y . VA o v )
anedesituntwdingy eldunuides “57/r/ (trill sound) Na1IAB NISNANAIIEENYS

s Y

Isdfudanany e1adunisfienufsanussasandesnshigenuinanudile lneldisns
PONAIILUUNIBIBINGY azll “racang” Feldlleaniseanideaniioudin “sude”

998 1978AIY

T e e L R AN

conferences ordinaires,

Le Clocher eft une tonr de bois aufliifolée, vr.
ils 'appellent ho-racang , c’efti dire rourdela Lh‘ Clo-
cloche; mais lacloche n’a point de battant de 2
fer. s la frappent avec un marteau de bois
pour la fonner; &ce n'eft qu'i laguerre, ou
Eour deschofes deguerre, qu'ils frappent leurs

allins & autres inftruments d'airain, ou de
cuivre, avec des marteaux de fer.
_ ChaqueConvent eft fous la conduite dun _VIT.

a o ! « ) PN IS s
AN 8 AN “racang WU?WﬂQIULEJﬂﬁW?U@Q"U&N B 81 LUl

a1 - Simon de La Loubeére, (1691)

SNwEN1TRNLEYY “c” Nusnnazltauldsssienys “A” uag “v” WU A1
“cong” (499) “racang” (5¥41%) ag “ Tchang-cap” (199U) udailu Sildaneidssdsnes “n”

mglduReiu futu A1 “crab” (n5U) “clong” (naws) Falumslddnysineanie



doainfeniu uwiannsaesndewnaiumunanniwing Jawanddiiiuin §iudinena
WENUETAINLANGNTENINES “0, A /K'/ (aspiration)” fULdes “n /k/ (non-aspiration)”

yaalngluld Ashegadenunusng

210 Dy Royaunse de Siam..

bruit tout bizarre qu’xlcﬁ,n ancndc defagrea-
ble principalement fug la riviere,

YIIL. JE accompagnent quelquefois lavoix avec
‘““,‘:_" leux batons courts . qu'ilsappellent erab, &
ments de u'ils frappent L'an contee Vautre ;& W qui
b veis.  chante ainfi Sappelle Tehang-cap, 1ls Je font,

venir Laveille dcsuopccs avec pluﬁcurs de ces,

mﬁmm:ns dont j'ay ple accom-
hvgx dq couns lédeslc»—

o 3 3%“; ipcce ic fong,
gu ticnt de min &qfnpfpr%f‘pg

de temps en temps d'un coup de poing dela,

dtoue. Cleftune bouscille de terre fans. fond,
u: lieu de fond eft gatnie duncpcau rat-
augoulet avee des cordons.
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bruit tout bizaree qu’il eft,n’ariende

lgunclpalemmt fug la.riviere,
Ju. accompagaent quelquefois lavoix avec
N eux batons courts , qu'ilsappellent qu&,&
mentsde qu'ilsfrappent Lan contre autre ; & celuy qui
b veis. - chanee ainfi appelle Tchang-cap. 1ls I fone,
venir Laveille des nopees avec plufieurs de ces,
inftramens dont j'ay mlc. Lepeuple accom-

pagnca.qﬁi hv danslcscou;;slzeslo-
s, avecune eff ‘tambour L1
%ulcucnt Jch;namgaqche,&agnlp', '

de temps en temps d'un coup de poing dela,

: dl;oxtc. Cleftune bouscille de terre fans fond,

~ &quiaulien de fond eft garnie d'une peau rat~
m: : au gonlet ayec des cordons.

s LesSiamoisaiment exuémement nos {,m-:
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1’7]54”1 : Simon de La Loubére, (1691)
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Elpagnols Chirimiss, 1ls n'en jolient pasmal,
&ils les accompagnent du fon de certains bafs
fins de cuivre, fucchicun delquels un homme

appe uncoup, avec un biton court, i cer-
*Loorlle tatns temps * de chique mefure, Cesbaffins
Svean- . lont fafpendus par un cordon, chicun a une

ue per- perche pofée en travers fur deux fourches qui
bae 1o iontdebout: Punsappelle Schoungfchang , &
mefure. il eft plus mince, plus large, & d'un fon plus
grave que lautre, quils nomment Cong.

rebec,
hii-llboil »
b‘ﬁm'

hl V. A cela ilsmélent deux clpeces detambour,
Letloun- le Tounpounpan, & le Tapén. Le bois du

a o 1 4 | a s
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fan - Simon de La Loubére, (1691)

Snuaizniseanidewesiiidemdayusnan 1iun snws “as”/t/ Tufin “uns”
tfu fouiindredesiaedin “tre” (uns) uazsmdensidemdnuusnanioatuiiie
Wehedes “ns” A Wy fri1“tre” (lswsense) deiu s demdysusnan /
tr/ lunwlve wandiiiuin ArdsnaniidnyaziayisnisoandsmIuuuunesingy
FomneendesmumneiSueawuuiill eedanuiteudemnameilnereudiann
dlosndes “r’ TunmwdSamaiiniseenidosifiunndisainniseenides “s” lunnm

Inedusgnunn sediag1atonny

1x. LesSiamoisaiment extsémement nos trom-,
ces T pettes; les leuss fone petites & aigees:. ils les,
Tam-  appellent #ré; &ils ont outre cela de vrais tam-,

e ll?bi“s; quiils appellent elong. Maisiquo)l que

AN 12 A1 “tre” NUTINglueNaNTuesTus e a1 guus

4 - Simon de La Loubére, (1691)
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Seursin- 3 trois cordes , quiils [::Jpcllcnt Trd , & des
ments:  aut-bois fort aigres qu'ils nomment 7/, & les
o't E(i?a%nols Chirimias, lls n’enjoiient pasmal,

&ils les accompagnent du fon de certains baf-
fins de cuivre, {urchicun defquels un homme
appe uncoup, avec un biton court, i cer-
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‘1‘7im : Simon de La Loubére (1691)
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!.a!:rls Lo lis ont demauvais petits rebecs ou violons
fi. @ trois cordes , quils appellent 774 , & des
meses: haut-bois fort aigres qu'ils nomment 24, & les
aihis, Efpa%nols Chirimias, 1ls n’enjoiient pasmal,
&ils les accompagnent du fon de certains baf
fins de cuivre, {urchicun defquels un homme
appe uncoup, avec un biton court, i cer-
"Lwoseille tains temps * de ¢hique mefure, Cesbaflins
Facon- . font fufpendus par un cordon, chicun a une
ue pes- perche polée en travers fur deux fourches qui
bae1a loncdebouts Puns'appelle Schoung chang , &
mefure. il eft plus mince, plus large , & d’un fon plus

grave que Fautre, qu'ils nomment Cong.

AW 14 A1 “haut-bois” NMUTINGIULENEANTVRITU 1B a1 quus

fan - Simon de La Loubére, (1691)
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du Royaume de Siam. 293
doit pafler de faire trois choles : la premiere,
c'eft que chacun aic foin d'élever devane fa
maifon une haye de jonc affez haute pour em-
pécher de la voir & d'en eftre veu quand il
paflera : La feconde, c'eft de fermer prom-
Ftcmcnt les portes & les feneftres ficér qu'on

cra averty de fa marche par les Fifres & les
Tambours qui laprecederont.  Et en wronfiéme
licu, de garder un profond filence jufqu'a ce
qu'il foit paffe. Il y a pourtant un jour dans
lanné¢e auquel le peuple a la permiflion de voir
le Roy 5 celt celuy quil deftine 3 la courfe des
Ba!om , qui cft '].l plus grande & la plus folem-

A# 15 A1 “Fifres [il]” Ausnglutenansvesiiinand

i - Nicolas Gervaise, (1688)

vo  Hiffoire natwrelle ¢ politique 3
ruf femblable i ccluy que rendroiene
icy deux Violons d'un parfaic accord , que l'om
mﬁtmm&mcm;p;ﬂ:'yah

defagreable diminurif de cet In-
ftrument , qui c&q“nne efpece de Violon &
trois Cordesde fil d'Archal. Leurs Trompet=
tes de cuivie reffemblent aflez par le fon
qu'elles rendent aux Corncts dont nos Pay-
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fian - Nicolas Gervaise, (1688)
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i1 : 2510589] Tny #1171 : | Wayan Dauh and Anak Agung Gede Dira™, (2020)

A 21 aggadsta 1alag FU9 10 A1 gUUT WA 22 ping peang [UaTed]

1'71|m : Simon de La Loubére, (1691) 1'71|m : Keo Narom, (2005)
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A 23 YataviseUumny

P37 : NDINNEAUNAN ULV NSTUAT NSUAAUINS', (2535)

Narom Keo, Cambodian Music, (Phnom Penh: Reyum, 2005).

Dauh, I Wayan and Anak Agung Gede Dira, Panca Genta Agem-Ageman Ida Rsi Bhujangga Waisnawa Pada
Upacara Bhuta Yadnya. Vidya Wertta Volume 3 Nomor 2 Tahun 2020, Indonesia

nsufauIng, gIeNANg AT, (NFaMHe: am%w%w%uﬁaﬂ%w, 2535).
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University of York, 2019), 86.
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Abstract

This paper focuses on onomatopoetic words in Thai traditional music
terminology (Saptha-Sangkhita). By gathering onomatopoeias from practice terms
of various musical instruments existing in Thai classical music, it is intended to
draw conclusions about the features of word forms associated to particular sound
characteristics. The findings revealed that when the sounds of musical instrument
are described in terms of fundamental sounds, harmonic properties, register, timbre,
and other articulations imitating some technical practice, distinct language qualities
are required for an effective communication. Based on a thorough understanding
of musical properties, a number of onomatopoetic terms of Thai technical words
were systematically designed. In addition, the terms have been employed as a tool
for instructing students in the proper technique for practicing musical instruments.
This legacy exemplifies Thai culture’s sophisticated understanding of subtly in
music. It demonstrates how the rich oral traditions and aural capabilities formed

Thai musical legacy in the past.

Keywords: Onomatopoeia, Thai music terminology, Thai traditional music
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Abstract

The performing arts industry, particularly the Thai theatre industry, has had
to adapt significantly to the changing era and lifestyles of people. Primarily reliant
on the “physical spaces” of performances, artists and theatre production must
now find innovative and new spaces such as “virtual spaces” or “online” to help

overcome this crisis caused by the pandemic of COVID-19.

The author has observed changes in the performance area while working as
a composer and sound designer for Thai theatre. This article discusses the role of
sound in stage plays and the significance of sound designers. As a result, the process
of creating musical works has evolved. This is evident in the authors' case studies
in sound design and music creation in the performing arts field which includes the

following works:

1) MEAN Sitcom World (A Musical theatre for fan meet event)
2) Jioedangla: 915)18m3-8191%30 (A theatre work as a film-stage production)
3) 180 Degree Longitude Passes Though Us (Television series)
4) Theatre To Go - Live Experiences Box (A theatre work in Augmented Reality platform)



Changes in the performance area following the COVID-19 pandemic situation
revealed that the performing arts have moved into a performance space that is
not limited to "Physical space," but can artfully enter "Virtual space" or "online"
world. It would be very interesting to see what happens in the future, such as how
the theater production procedure and direction will provide the audience with an
immersive experience of the show, as well as how it will affect my creative work

as a Thai theatre composer and sound designer.

Keywords: Online, performance spaces, innovation, technology, music creation,

production management, music business
UNUI

dounaulullorasUaten.a. 2562 Nalannuingnainnisszuinasilugusdla
1a30-19 (Coronavirus disease 2019) \Julsafadanisdumelanifinainlisalalsu
Thfaaneiuglmainnelsalalunyee awnsaunsnszarglanunisle 9u Bnvsdlinasie
szuumadumglanaganunsadnsieiulaig lsaladn-19 felsanigURlvl ndnasdnisudn
v £ ad v ya & g a v Y a & o & 14
TPFusazAunUTsShw dAnweidumsluumgiudiulanauinnisunsweuas Suivels

sgesImduAundnvzaansalld dwalvlifidedinunnuienilan tiludnisUansuuwnuy

sevinelseima Aanssunnegrmgaveinyiuil neanizeg1edluimisfalenisuans

[ '
v

NIWANTAUAT BLATT arASINTIAY AMNBUAT WazNISLEAIDUY 9 LASUNanIENy
uwnende Tneanizaaesiu wa. 2563 Aunulifinsuansda 9 neduae sudume i

IS a [ ¥
ﬂ’1i‘LJ38ﬂ@UEJ']“UWFLL!’Nﬂ?iﬁﬁﬂ%ﬂ’]iLLﬁ@\?QﬂLL?JLL?NG]’]JJIﬂWJ‘EJ

AaUN1TUART ANUANUVNNEVDINTENTITAUSTIN INBa NITHARIAUAT $1-1AU

=~ < O A ~ s
WazazATVILAALUUIETDITTY YRMIIUUNITLAASALTUULUULAY Un1TUseynatUasullas
Way/M38 MIuansTIvaly Nsuansiietutulunisuansanseniingyy uaziignymng
ieAuy puTuiises/mioilununansineliinnisan Inng ihdnisiauiuas

WaguuUasdsny diuannumrangannawiunsuesulauuas The Britannica Dictionary” I

Assistant Lecturer, Faculty of Music, Silpakorn University, Sangchai_s@silpakorn.edu

Received 27/12/22, Revised 20/01/23, Accepted 31/01/23.

nsnduasuInusIIN, Aavrnisuans: usnagddygimieTausssuvesyd (nganw: ddnaufanisisefiun
asAnIsauAT I THIUAN Tunssususgudug, 2559), 1.

The Britannica Dictionary, s.v. “Performing arts,” Accessed November 20, 2022. https://www.britannica.com/

dictionary/performing-arts

105



106

Tianumunedn AaveniswansfofalsUssinnuilaianuanaieras Wy avas AuAS Loy
5w lainsainanuraneannauynsteaulaives Oxford Leamer’s Dictionaries’
o v a a v QD a ! = ¥ o Ao =
vrnuminglulufiamasieniui Wufals wu aues n1sweus wagaraidnwanite
Ay Falagdusnnudifauznisuanuindanandunuimang’ lngasuudveunvesfals
M3and Feunefia sUsuuniveafalsMilunsuans Mnsuaninuns nswius was
da X 4 v & odg XA = - P Y = & A
azas Minduiervalununlaiuivil lngwunnnanfsluanumnetwuwanfanug

ﬂ’]’ﬁLLaﬂﬂﬁLﬂUﬂﬂﬁlﬂ']W

| @ Adda A o a P a
unavgaadowagIdTInfisunlasluvesnu 1ensauznisuandlagianie
2eg198mANazATNT e TR asUsufITuag1aun MNNPNARDINFY “Huiin1enienin’
Tunsuansulaemasn Aavu ﬂmzazmuawﬁmamasﬁﬁﬁwLﬂuﬁaﬂmui’mﬂiim,l,azﬁuﬁ

% 6‘6

Tun1sdnuansdu o wislinisusenovendndansaniiuseluls Aauiiesnid asesiug

]

(%
Y |

Tauiuin anulevigdenanadlutianansdanniguia Afunaieniuiuraus
eulwguauiafoufusioy Ussnoufumnumilosdvesgainanuiidieandsyiu
auliindueu ldideudiquisunarsifuiouinanisagasniilneauieiiige
TutsgAinsal mmedinsuanafisaudFeafoaviity andeyadng1n dwaliaadu

wagHInnumANanie q gnuanidrlegluiunlnintendt “esulal”
suwuumstauearasiiUasuwladluluaaiunisalnisunsszuinvaslsalain-19

deuiimenenmnaedutesfalunsdpuansazasnd viliuilulaniadon
pg19 “eoula” funumadgiuedraunivialunazuanislulszimalne
wazA19UsTINA ImagﬂLL‘U‘UﬂWiLLamgﬂLLiJiLU?i'sJthLﬂumﬁmmmaaﬂaﬂ 981911511
azasiagtuiinuuuuuiiuizediinadures Youtube vosdatiuvionnizazas lngli
guuvdrdananlunssuey (adldadisuruetnins) Wu sasnuainaue B-Floor as
Something Missing fhuaasSoandely w.a. 2560 nanuann1AivAaUnIsazAs ANy
Snwsmans awasnsaluming dy fnusnazaseenulviiuv lule “azassnusm on
screen” usnaNtfEinsaeTufinnsuananEnr T IBY 5 A 1 Facebook,

Vimeo wag AlS Play 1usiu lusazifieniumsilsUszinaduilaiinisnasiingu Save the

UNESCO. Performing arts (such as traditional music, dance and theatre). Accessed November 20, 2022.
https://ich.unesco.org/en/performing-arts-00054
AzviudndsyaiiSazasing (Thai theatre foundation) wagAne¥iNa1L BIPAM (Bangkok-based International

Performing Arts Management Services).



theatre Susn Tnedalifrmanusasurumsuansanldiidlulssasasuazsuuuveeulat
wmsagyiduiinnnsuansazasniierldldiFedu imsenalsanigowdnninng
Daunannlauaniuis (streaming) dwugazasiniuidaus wa. 2558 A3dnAuluun
BroadwayHD ({unslinuszuuseudunug (on demand) Aligruannsaruietona
nuilesuuld Wwuieatiuiu Apple TV #ith Come from Away (The Broadway Musical)
wasluunannesuansuiisine ludiuves Disney+ Hotstar waz Netflix AflazAsiad
parnvaneiFeslfidenyy nsssunlngadiieduiinsedulidaly auzasas
wazfgnsaiidiosusuiediungiiiemasldlunsissdiniasdisigsiavesmy

lngondeguwuueaulal

a = A @ | a Y
gnnsruanisAenisinnansanlusvuuveoulainiuteundiady Zoom
wag Facebook Live Mtnshigennnuanivsiuaznisiufduiusseninetniansuasuy
wlilvdianulndifesiudn nmsuans “an” Baatuiinimeasddisiuuulunsiaue
HaUTvaInvane Wi nmsdauanadusev o adneiuazasiai lnensuansunazseueiall
nsdnanlunmsdngy Widiwuns vseuduanisifiuadnsnisuans nswanstuguiuy
saulautauladnuuuunilefie MINLYNEIN1T0E3193190 I THATLAUTUNITHARS
lusulinssaniseaulai (Online Collective Art Exhibition) nMel#%e The Absolute
Paradox vangy Toxiphilia N57UTIUAGUUAIUILILNATNATIANUIINAY TN MEUAT
o a a = N 3 = a & o
AURSTINAGRY NTIANPRDULNY warAzATIT HuuNaANBsY Gather town MUSTANUT

v 6

= < v aa a U8 V1 a N a o ' [V VN
WNDUDDNULUUUTURNES LU@I@ﬂWﬁIW@J%Ml@i’J@JLWLWI’]\‘ILL@ﬁMUQﬁNW‘Uﬁi’J@Jﬂ‘LAﬂ‘Uﬂa‘US

Toaghaaula

TuduvesdnmeniaazasiosifosUsuiiliwiiu sndegrananmaazasuiud
dmsuifinuagionungann (BICT Fest) Adnduly na. 2562 farudndudendis
ugtuuilumsdnmaniaazes nndufidunsdaluiuiinemenmundugiuuuesulad
Tnoialenaliiaseunirdezeadmieidnudunduduvidulassns Stories from
home podcast wazihlUmeunsiuiuled www.soundcloud.com siounly w.e. 2564
yamanalduuasuzuuuul Tnsnisadradules wwwbictfest.com Fuunfu
unanwosuvesuLes lumeAn1afitedn BICT on(line) the MOVE Miiiausynadonlunis
BouiusnieaBusiiumsuunisuansuuuanuile nsuansanuuuiifuaamssiy
LaUNAATU Zoom sudan1sisareuRanssuadeassama o Taeludalddne Snmania
Aufavzn1shanteg1umAnIanuUTEINsEAUIUIRIRMUAaUENIsuans vseluwny
(BIPAM) Aidussndanuiusuuuuseulat Tnefnassmauansainfatuisluyszmalne

wazledens Tusenidedld wdsiauwasilaunaunuinedenig § 50U AaAUsEIAUYRY

107



108

n 31918 InAan e wazUseiRmans anvsduligAatiu funu gudnazas 1nvnis

[ a

AuRavgmlanuinulzuagianidsuiu ihlvdnsdalenaliianisiausiuiudaus

Ly

seaugiinalyaufesedvanna

A1aN51915INTAY A58 weed1 NMswandlneimaisiaunuienainvany

v < a v € & A = av o g v
wardiraunngulunanudeuszandegluvaneiuinisuans Fanaanu3demdumnisuans
nnsUsuinivesdalutdnidenvhautumans indad anunsadnauslviguususy
Tavisluiuiivesnisiansan (live performance) wagluiundodiaueoulail windounau
WNBIMNANUNTINTWNTTEUITadlsAlATR-19 Nuiiaglianunsavilidnuanauasyay
Fufanssumeiuluiuinamenmls uifanssunsfalzndsasmseguazdulanely

wilvzdnsnglulanialeustalanseulainiy’
unumvadeuazaudAyvaseanuuuiissluazasiai

= 8 da & S O oa o o

Feamnideaniiaduluazasind Nudewnun’ 1deelsenau (sound effects)
WF9UTTEINTA LEBaR MTauduAnINREY Sauldninaneazasuazn1siuIveTy
Juedraunn desiniiddgluaievenwuifnvesasasiudavy seermansnesd

= L3 8 ¥ 1 ale 14 ¥ 1
739730 MedAT° Iwusan U nvesaunstuarAsly 2 sUuwuu loua

1. pumsilududdnyluagas (dramatic music) IneaunsiudiudAnlunisaniy

.:4' ] a v | = Y] ¢ a & v
LIDIANLALIUAUIUIU LUU ﬂu@]ﬂfﬂﬂqﬁLLﬁﬂQUaLa@ ﬂumﬁuazﬂima\‘i ‘Vﬁa@qﬂiqﬂi \Wusu

2. aunsusznavazas (incidental music) Wudlruvsznavlunisaniuises
913lARBUTENOUNITNTEYINUNBEN ARBLUBIMEIUMENAIAEATINAINA UTTAITENIN
a = a I~ ¥ 3 dy al 1 [
Wagua1nnsalaguna WUl YNUUNUINYaIRUASUSENaUaLASENNITaLlUIeantUU

6 UszLanlugyq taun

2.1. @519U558710"A
2.2, Wunsavinlmine1sualndaunnl
2.3, 115949

2.4. Wenannanuilslugdnanuilmsennnamilugdniamile

* unina wined, Usviaddaunisavas nadndaunisazas Augdnusaand Rnainsaluviniviendy, RuNas 6,

TATINTREUNTNANUITING ANEENYSAENT PNaINTAIUNTIVIEAY. 135-136, 2565.



2.5 \iiwgunsezluazas

2.6. Us¥NaunNIstANs)

Uneenuuutdsidmivazasniivnidingy deruunuimesadssuazaunsll

agthaulain Wedmaliaunsaeduieauianvesrnuauiseanuasile auniazil

(%
Y

nihndsiennuanwnuAnamaIiy Ing Fry eSuisunumvesnussliuasasnilisel

1. thidhiGes eaisnnuduineliiugen

2. a¥uensuaiiuuasimgrudngdosavionludsiuilvig vasdes
3. Woumnuazdssiendsananuildlugdnannmils

4. Wavusunauazyas

5. aieyadnuagmauliiumarasuazanIunsal’

Wudeatuiu Aldanudiudenisesnuuuidesin Aauzvesniseanuuuidss
Tuagasniifenisiisndlaindemazausdiaudvaudunysdedials waziiled
arudlaesmuduiusssriadeuasiauogaamenizaanniuudaty fian
faradassdidedinssiuninudesnisvesazas yenanunumvesdsuasaunIng
drudrdalunisdiiiuEes dowasauniddidwddglunisadaussaunisaivas iy
frlifrdluidusuiviiiiatuluages ldihandunadilvegluinlavesiiazns
maduidunanisalogseuuen nsiRunsdunaiiein Jaqtu nieeuan aulufenig

hlegluanmuniliieeluunneu sauisasinendnvalinmgliasasudazisaaladndy®

= a = I a & vy « ¥ = =~

dewazaunsivaniasliaunsafintula mnuseann “geeniuuides” 1913l
AnumsneuanisiueentUluvaty 9 anamnssy widmiuasasafiudd deanuwuuides
fnthnsuinveuwazguaideaynidesiiinduluiiuinsuane v3e end-to-end process'
gj v = a v 6 = a .
Hanstuindeslsznou MsUszRusAURS NM390NLUUTEUULEEN (sound system design)
n1svEILEsIAUnIanLaziduetinges (live music and vocal reinforcement and
amplification) wazAudladendssluiufinisians (room acoustic) usu
Feonwuuidesdnduazdeadnnuiuazanudilanesdudes viduwdveanisiulafatu

= = = = = = 2 =
VILEYY ANFLAFDUNVBDILAYY NI1TNDUAUDIVDILAL 5'33Jﬂ\'1ﬂ']§l,a@u‘ﬂ']81ﬂsﬂ@ﬂl,aﬁﬂ

°  Fry, Gareth. Sound Design for the Stage. UK: Crowood Press. 72-75, 2019.
9 Deiorio, Victoria. The Art of Theatrical Sound Design — A Practical Guide. USA: Bloomsbury. 1, 2018.
" Fry, Gareth. Sound Design for the Stage. UK: Crowood Press. 11, 2019.

109



110

(%
v v YV [

luanmwindeusine q dnvededendnlanuduiussenityuwdiunsduasiiioy

= 1% 12
VBILAUINIY

Fondusnuesluuiunvesuszmelne nszuaunsvialunsesnuuuidedailes
LuuuRuvpdumeuiimed ntuegfuuiasynnaviednanaasusiaznagy uanguisild
yhausmduinesnuuuides udliislumsmidesidesnsandumesidnmnlivszney
avAmInNiNIseanuuUnieUssiustulmidesnnilymiusutssun femgua
Frusulszanaiddlinguindnasasursnguidouunazasiiaeliazashifinnusiusios

I dsansenunsusenau vseaalialasAsas1udesiuunlamea
AR ULUAIVBINITIIIUATUNITDBNUULTES

lugueigdeuvinnuaiuniseeniuuidssduminisazasnilng 3daanniy
anunisallurinisazasiilneeddlnadanslugiusvesfasisassinuuarlugiuy
YBIRAWNANITAL A01UN15AINITUNTTTUIRURalsAlATA-19 dwwansenuidusgieuin
My iuguaI 1esegia N15aseassAnuaues ianeeatlesdatiunazings
azasnil vlindhedesdSudiiiesndutiadunelnluls Wunanieu 2 9w
auayasnitounaegrsldinelunineu Milssagasvuindn 159agAsIuIANaNg
waglsiarATRYEULIANdemMEANITLAAYIVIA iTBanuNTalARY 9 ARARIENIN
U Aadusne 9 BundvinasvassanasnuunIuauliie 3nUszaunisalnisineu
v = 1 S I3 &4 aa i 3
AuNMTRRNRUULALlazATTITlUTULUUNSHARWIALEN TeiTenInaAsLTuEaN
waznsyiusunITeentuudsslinuazasindrasuinlnandauansliulssazasnidivd
& 1 g X vy i A awv Y A <
W azaslssdniinmsiuiilasininasasindfavunlug Mewanaindn azaslsudn
Tgaudnuiutesnin Tdeuussanalidiwey wavanunsausudlinduiunnisuansle
lsiegnn wWu nMsuansluguuueeuladl msuansuiiuiianig (site-specific) Mndulanni
Lidasduieswenues uniaed wiolufiasisae lddrinegualulssaraswintu wind

o & v v A o I3 v | . . .

AU ndusasldiunnIanIenmlun1sInuans Agu1sariuszezing (social distancing)
serintinuansuazgauldmuuleuisvesigua luvaefiazasindfavwningdndusedld
AUTIUILLNA TeUSnamestnuans Usinafiuaurainranedie Sudusssddeuszana
FnunlunsuanazAsni sdsteinnnmunug Ndesdauansliulssazasnigivdirintu

ﬁqmq}maiuudmaumﬁmawwmq WU N15YIAN NSIALES NISHAAIAUASAR NSITTEUU

? Deiorio, Victoria. The Art of Theatrical Sound Design — A Practical Guide. USA: Bloomsbury. 211, 2018.



Yeeldes M3udei nsesnuuudefivdng Saunsiindeuiininade nireziia
nsuanstuld WBuiy Gamsasmuitgsddniudesetnanisuanddifugunduoumnn
dlamaulandvnagsia Anuuedavesdiaudurusnianndeinuany fueuuagdy
Indeuleusmitiuszssiemnauuleueesizuna wniowilfsasasmduduuelg
Ligunsondnazassodiml q oonuild urdsiivilaluanunsaigull Wiuesdunsi
avasimetuiinmUinaneslugomisaniuiiening @ msvdesunmasiinadadoadili
Kutemeaulal Msdeiuiilfigidmiunsiindeuntsuansuaznisanevinneuns

sulvdsmslnaunsuansdiiddaliunyanainly

Ufraslilainiieazasniiveaddsusdwuuldeglununesulal T5Anuagisnis
° 1% a = v Y] a 4 Av o a
MaueuNsesnkuUdssdsiesUTudsugUuuuluamudendesnisiaue lagund
U WeLALsUAIDBNL UL AausniidesiAenseuunagas lieiiiladnazasises
dfosnsdeansezls duinAneeiels sluislasases osrUsznoudfyy fazvas anud
1 < £ A Y V=1 v 1 1 1 :.’/ a a
waryanan 1usu lusaiieuunasas fleuazanduiinadlumein TuusasyietuiiFes
a £ v a P £ & < = A | Al ) . = a
ozlainTutng @esiivsinguutiuludesniiunasiannanazas (diegetic sound) Wudes
nenazasladu wu dessazasiliing viedudeafisesssiusvuiieliuaninnsvosdn
L3 = ‘:911 A al v v | [ a . .
azAs an1un1sal visenui nluladuvasnillaunanlulanvesazas (non-diegetic sound)
UBNIINUTIADIAITIIAIBINIMNADIUTENUSAURTAITITULIAUAS LD LN yauAUaZ AT
TURDUNAININNNTEIUUTIAZATLENETY Aonsdneddiufveadesfiynidesfiaglsing
Tuarasuazuiinliduona1siisonin @@n (cue sheet) wioldlun1svinausiuiuy
Aunuay q AnduIRuadmiwuInIeddsswazaunsnuazinausliiugniiu
wagfinauynieiunmderiuivioenuuuides WeliAniwesdeuazaunitaiay
wddeSueanuuudsdliiuazas sen1seankuuYuesman (main theme) Mduila
NANVDNIIDY DONUUULEBIAIDU 9 You509aUATU tUNSau 9 Aunisindenvestinueans
WieUFuaudugivesAndenarauns eanladedAgndeaniuuidesnasaniada
=) a IQII U 1 1 b4 Y a ¥
ADIYUULEDY (sound system) Nlglunisuans snfvg1au wndeInIsildusdensou
A3 (surround sound system) MENFIAMNEIIGLUU 4 S1lns luduneun1seankuuides
v 6 a o I 2 [ a Y ¥ 5% = a &
wazUsziusaunsdndudeslyszuuifvidulunisadisassfme esainazasiidu
nsuansansUwuunile Tuudazsauveanisdonnaznisuanidalnuuandaiuinliuey
Autladenng q Nldanunsamuauld 919 a0 N3NN8 YBITNKERT ANNLINGDUYDIAN T
anme1ne wasukaznsiasnvesnluldazsou Wusu dwaliifoenwuudes

Aoslimnuganguuazlmiulunisundymiienafinduanisni

111



112

vnagnandsguuuuiasuulaslivesmsvihnuiunsesnuuuidesluazas
ni Gdsunesit “de” Tunsinuiudisuady wu nmevierudilaunasasin
pdUAReunun1seuUNazasiunszy wazilieazasniidesudsulustluguuuuduetng
Aunssuuuiineaular nweuns nweunsdu 34 vienmeunsiiguudesdufduius
luguuuu Augmented Reality foonwuuidesuazindnazasiidndudesdinu
wazveudlarmansvosdotiu q liiesdulensal Taswedhe swddssneuniedosiin
vesgluvvazasniifasull fisuidasvesndiednsdinwannisesniuuides
wagmsidmusulumsaiiassdaunianmsianusisluaefalznsuans elvidiu

= ] ~y A A i Y P X
ﬂ\?ﬂ'ﬂlll,l,mﬂ@']\‘isllaﬂzﬂLLUUagﬂiL’JVﬂuwumﬂ'ﬁLLa@NGnﬂ i ﬂigﬂau‘lﬂﬂjﬂwaﬂ']u@ﬂm@lﬂu

1) MEAN Sitcom World (Ranssuurlusineaulatl luguuuuasasingda)
2) {Peslamvige: 910)1an3-ee 1M (WauazAsTUSULUUNNEURS e ATET)
3) LHUARIAPATN 180 DIFNANNIULTT (HAUTTH)

4) Theatre To Go - Live Experiences Box (Namuazmmﬁlugﬂl,wu Augmented Reality)
MEAN Sitcom World

Tugneduling. 2563 flaounisainsunsszuinifafuegnasuuss 1n1sAals
NTLARITUILT AANTINNNTUARSTIVLALN Uz Rasngakanslagrandnidsalals
wvdsnduliuuAaTunasinuandluisnistudisiBuiuayiAansslulaneeulay
wnnu Tnensdifinunsdiusnia MEAN Sitcor World Viive s1uuntfin (fan meet) paulati
lusduuuazasiindaa fisnuanstuadusnluiud 6 fusiou wa. 2563

Unfudrmsinfanssuuiuiiavienuiifelu ans dnuansedndudenuysiu
uluaduinesatuayunuauies Snifatuludnuazassmanuleiuluaniuiilafinds
Junsyenedeassadulunseiivey wu luiuinvesdaluauiay Wudu uddienis
szvaiviausuussiingduinlinsinfanssuuruiindosgnideusently uasfegamis
Aliaunsadeuntsdnfonsaulddnoly liRatusuiudosinnsuansdunlifidan

TaununissensgvaaInuAay

Al W53ve) os0dnanins Aalulnuandludsinves UltimateTroop 1033w
ponuwuuAanssuLruialusUuuueeaulal kiun1suaniasas sitcom lnvdtuniaves

Aa av © 3 v v = a o & [N s A
nswansiivdfaldussdusenaundniie JaRanssuaTagnineunsiuulanlesune

11 Viive wnasnasunliusnsinlelalansuiieainvsswmanivg Wuteamneilvaaduly



iledevenaniile laiinvdunuuiuiin msnanefumdwuAdy Msuansng 9
silanooulat adgldunanrosu Vive annsndndadevnsing q vesatiuld stauuui
Ligoaderldane wuvainsaundnmaieu wazsuuuiidossneadmunsuanadunds
adefumsietsnsuansltues

AuMsUsERusauns TN avihnudeeiBegiuuunsussiusaunsinddauuuiiy
naARBNAUINMTTULASIIUASIUNSOY 9 AunIsAnlamasanlasaEesilasuNaIn
A oA Y] a g v o 2 & P A YYo w ]
Mudguun Mnduimuauesuaziledeudisalunlin 1 deligidunisuanaiu
PAN19VDIAUATNIZAATY WAz lUNAUITIUAUANUURURNIThARINFnAdDINY
Auauns wanandmldy 1 Jelilluaatulaunluiindas F9e1ainnsUsulasumu1ee
Welidun1seswesfaliu saudsusurauwatsng o TAIAUNITILERINIY NEIINTUIY
) a o & = A W fa v ° ) % <
Wannaunsseluaudisanaredunussatuauysalinfoudmsunisuans wissidunis
1 = a A d'y o:/ Y v [} 1 1 o = dll dy
finenenaninlevesdatu Nvulanaglasusunouiu uinsaeiasasunlunisesd
Li“]umiﬁuﬁﬂmmamamﬁmEJVT']Laﬂi’dausLua@ﬁIa anunsanandlarateassaulanin

Ao a ~ R, v = v o o a = v
NSUARINATIEN InsyuInNIsvaINsinsodInlanuNeIves INdudeinunsiasidusias
a" a dg” A  avu & & L= v [ 2 Yo = Y] = = v
MmAnvulun1suansdizd@danidunisduninlisgnounds (wdinaslinsduiinidesios

puzwanslumennin) Welmitesonisuiluldanulunisansyininle

sguiulFimsuseiudauniinadaliudsusuuuuly anduiinisuansiindda
frdedululssasas lé’LU?iauamW”LiJag'iuﬁﬁ]ﬂiiuLLWuﬁmﬁﬂumﬂﬁaiaﬂaﬂmwia%’ummlé’f
duunanredy Vive tnuansiidesdosanlundoutuauns Aldsndudedosansnsaly
wsziimadinvesnisareiiuasfasedalofiauisarngilalunszuiunisnaniale
(video production)

[

Kfiadande: 9191803-21091330
nstifnwisionAnTulugalatsy w.e. 2564 91NA0IUNITAINITHNIIZUIA
Y04lAIA-19 BUARILMIAY {AeranI1a158 a3, Wwilaan guiiey e1ansdusednniadn

[

AaunisazAs ANEENYIAENT PNANTAINIINGTdy Indnviaasfises gresdemde:

= o & S o 1 st =
9191803-01913730 IneidunanuazasiNnulaueiusULUUN N UASIIaEATLT
WIKTIeMmMans19158 A3, Wulaan guiileu demduunindu film-stage production
Feaglulasinismsidungnssuieimuinuan@iaauavain dnu uagduindey
oy ddinnsIeuriand (3v.) Tuiupnansalunivends lneweuwnstuguuuueeulal

JuaSausnanu YouTube voalasents Tuiui 23 unsiau w.a. 2565

113



114

sheanadeRimsvunmeunslugitesesazasafiasyiliiiusazasldods
&ty Uszneuffumadianisdievhuuunineuss faunsadenlfyundesilndvielng
#azas iletenenesuairnuiinveshazasldunnsisnmstwsazasiniilulsayes
fueaiuldluszozifoainiu nmsdnain dauas Wilenuduasasnd PaeliAediud
Tunsinm Ande saidsiuinnudinvesiiazasldognainds lingreglulanvesiiazas
sniuly Beftremansansd as. fuwaan guiiou (2565) dddliagasFesifinunu
Raansadide uifasasFesdazfnduanmauistunliiany FBnisvhaudndlits

FULUUNTEUIUNSTINNULULALATIT ASuRauAtURe pre production Tun15d1979

De

A uazAnwideyaifediuizesiinenisazian lundfesesatfvednoadangs

' ' £% (% (%
a =

minuegreilibezddny ntdunngiuneu production ABNISWEUUNALAT DBNLUY

b

ALATIIMULYDINISANAUALAT NISLARS LEBEN 270 Lad NSTIUALAT NTANLVINAINYURNS
FARDAIN LarN1IR0NLUULEEY AULUTINITNELNT N15UTEEIUNTSYI9IUaNNANIU
A3 Wazasunan1333e Tutumeuves post production

o ° A = & ac a ¢
L:uag‘dLL‘U‘UmimLauaLﬂaauhlLﬂugmwwaqmwaum A5N15DDNLUULFYNIY
Aseanluiig Mnpuntnesnwuuldsduasasnfintinesnuuudssnidesiiiin iy
Tunsuans ladnasiduidssaunsusenau @eaUsenau (sound effect) WHEAUTTEINA
¢ a A | a o = a o
SAUDINTITDDNLUUTZUUVLELFIN T UNITWERIDE19N15ARAILUTATINY UTBN1TAAR
alwamay 1eUasuJuduinnIshandfiansEuIUNISAEATNYUASLAITY A9
o a v ° & = | a A 2 v o ¢
UnesnuuudesasinmiaiiewAnseenkuudssUsenaukaziUisuunuilugUseius
aunsUsznounmeunslulaeusens Fenssuiunisadeassanufazgnivasulunig
mnilunsuansasasiiiiauanluiiunnisuans desniguuazliguluwiazasionainmy
Taudueu Wesondadevaiy q 9819 WU @4AINDINA @NINTNNBVOIUNLEATIDTD
Wandssldmidsudnlunisianaumazsau wasnuvasdnwansildwmilounuluwsas Tu
Adsualimnusauivendusnunsusznausaldluwsazssaunisnans d9mzdiean
YDIAUAINABIAARDY 5IUDITEELAUNTHEAINIANNAUAIY FINADLAURUDINISHENIER
d' ) v 1 (= = v} gj ail’y a 1 gj I n:' d'
P linsuanalsazsovazliiiniaunilounu Maldaianaintuniswanatiasasuiuden
gousuld asndadeuindeuilianansaniuaulatiues uillenduluaslunszuiunis
HAnnBURSazIIUI M NeunsdudeTidlothndunaud nesAuTEnauTeInIsuEns
§IALAL T1VINIVBILNUANT NANIUVBILNUANT YUNFDI WAZAIINENIVDININEUAT
< % 3 % d" 6 a = a o [~ % Y a 2
Wudy azduundilienimeunsgnudnesnuidsdanudnduaziesantenanainlla
Wniige 1wy mnuansldAnanunsananswasareinivald visldwailevesnsdasouie
TumsiaSeaneliguuldidomnaulvansuiiu mnuesluyuvesiussiusauniusenay

(% s

AMNHUATHAINUY NTLUIUNITUTENUSAUASFITANUTULDULBENITNITOBNLUULAE



Tuazasniiun mnzfussiusazUseiusauninendennmsldsuameuniidade
anysaludranyhan vilanansaussiusausivsnzanutunmeunsle Tnglide sl
Jodedu o wu laiéfaqﬁmadmum?%lfﬁﬂaaﬂiuﬁLﬁmnﬂﬂ%’jw%alﬁ usRavETINe UL 9
vielsl videszuuidssaeiiymiamzvivielsl Wudu isziileegluguuuuvesnimeuns

e @eanidesanunsneoniuulaeg1aanzansa o

ageinamluTeiuI lunszuiunisesnuuuldesdmsvazasni Unsoniuuides
v o = = o a ada X 1A a [ s
Ao ladadsmnidesiifindulunisuans udidlogniudsuiineglusuuuuvesnimeuns
YouavesdseulugusineenwuuidsdluarATIinew asmhaiewAnsUTEIUS
= s 1 & 4 = 4 M yva = =
AuRIUsENaUNNEUASIYINTY nglumansvesdedlunneuns lilaliieadesnuns
mndeusenaulumeldesdu 4 dnuinuie Nudeenisunvediiagas Ldewsenau
WAeaussenA Geendemansauazaansiulunsdnns flsudalavihausiuiuanmames
WinafalnAa gleimamnesnunisiaseides (sound editor) 31U One Cool Sound
Studio Wsntelunsvinudiut nszdssuadesntuiinusyniensaeinn e uas
WuddaRANEIANAI8UTENTT WU LEEITIUNIUNLNINIUINNTENINNTNUAAIA LHES
o % = a [ I 1Y ag"w o I 14 Al
n13nseivesiiazasiuvaIndnuanilidd Wusu wenainlidadnludesldides
vsTINAluestasuTuN1euds ielilausseniafiauaiwesanIuifing i
N1509NLUUANNREUNAHATULEBITRIY TaNTEUIUNIINITYINIUYDIANALNYS

wnndalnda LWunszuIUNISAEIAUNITOaNLUULASILA NALL AN A S UNNE LA S

[ '
U A A

Jodunangideununulusenintamsinnuasailfe WegUuuunsdnauesufaly
wWasuwlaall nszuiunmsAntaznssuIunsassassanufuasuwlasmuliae 1eswin
¢ a | | a a = ¢ ¢ Y A |
AansvafaUzuiazuuul flingul guvsumans asusenaulalaseasanuaneig
fu agduudmnisazinallgnisyhaudiuaans dddesidialududuiu 9 Ase
Launisvianunlamansudagriansogienewn alvinasuiieoanuiauysal
Ay v ¢ o % a o Ao v oA P A YA & A
mugadeassanlaly uwagdnladendAyRenisnazasaflalufsununninigain
| g A N ' g A ¢ v o YRR v < A o W
wegluiuiiaiousdrsnuiluseulatudity nsfuivesduuivasuluiisuiuy
wisrelulaneaulauiinineuns Feafive ¥3owIINTENIUUTNNNNSLEAIAATDIALATLIT

nvivnyalan Agvuaunsainidlaeganene vlinAansiuseuiieuluwdaauninla
173 a = 1
\WuaedANl 180 BIAIAINKIUEN

naugasassAnUiuazATARumLInNINivgamnssuduiieiuuin

Fulugrsanrunisalmsunsszuiavedlsaladn-19 fnsllfnu¥3d “iduaeidyai 180

115



116

ad ¢ U Aa

parma1naus” Adunanudsduwifafiawesasian (multilayer drama)® lagtuaue
anutuiiswesrnusnaiefiguuynauanunsadndls Judesiintusevinamilng

Y [

Aviunadlilanduidnmiuiinseudenlitaduveuin uilowdveninnyuguude
\oualinvaaneuazlseles Farnuduiusseninauaziouainvesialignienuauwn
v 1Y o o | v =~ & A & A L v a o Y] A a
WFeNAugNAIAINLeg1WinmMe BuilonwesdsdisesiliduluinsnslymuesdinuinGy
AUINATOUAT?Y TAUARTNLFDAINUNAINTANENILNALALAIIULANANNIIAUANVDIAY
93U SrwENISHARLAY Miti Art Media eonaneidunsausniui 14 &mneu w.e. 2565
U 8 MO WU One31 wavunanwasuesulauniewes TruelD uag Gagaoolala

Y

HYI8M1ans197158 ATnssuANg a3 dorwenisaluaviiminniaivdaly
N13HANY ANETmAAERS UNINGIFENTINN JRBUUNUAEEIAUNITHANITIAIT0S
“LAUaDITPAT 180 BIAAINHIWST” UNAUBNTTUIUNITATNATIANANUTUTIRN N

Pusznaulunie 4 Jadesadl

1) AUNITUEAY LAEUTUANAINAITLANINIEITAITWDIRIUNg ¥ a1na

H1UN15¥1 acting workshop egaluszuy wielvdnuanshunuingiunieglu (inner
. o o v Y [ v = «. & 9
material) kagthanlglunmshanudiladiagas auausamiingaadeulunis “iu

fagasiy q loegeauysal

2) duunazas unazasterduimilandnvesasas liesdudsdsenmeuns
dududesadrassduniidfiiguinuazazviesuuIunvesdianludisnarlanaivis
Fanthitvesunasasiildaretufionnuiufiavidy udsndudossuiaseudedrude
Tnenszuaunsddyiflilumsadaunasasadell datiulufinssuiunmadaids duns
dumwalnguiming nsaeunmadiuiivainvangludem Wilelldndiesdusznay
uarToazidenindause WisamerdenseeniuuiazasuaziiuALAnUeIfaLAS

3) dunnuazasausenaufald (udsivieliduududaisauanuveinin
wazasAausznaudad lunn 9 nMsdaanazaieiin azdeslasuniseanwuulyianses
4 ‘ﬂl aa [ < = I 2 1 ' b4
wazdenuvunevassestunniia ldnaziluuas & a1n @ern wisdusanig nsusant
=~ ° ¢ o oA 1% @ & o = .:4 =
finsivuaorsualuasinudifieasrvendnuallunany Nlduluimsdenaniud
81891 f09a0AA DR UANMUMILLLBITEY WRdIaUITEINIALATDITUAIAINTAN
Tulvidewu

P wssuAnd a7, 1duaesdgadl 180 aarank s (Brief Summary) [lonansiilaladfiun], 2564.



4)  fueussuaswasusznau TadudAnusensaaenildudielunisasisensual
ANusdnuazasalaliunguuAonuniuazinasusenay Aeaunilaren1ansiansg
WITUANA g7 NFpsnIsuandbiiuauiTmilunMaunskazdaasenmuesialulne

Tun15UsENUSAUMSUSENDUNNONEUIUNISLEDNLELIAUAS LATBIAUAT LATARAUVYDIAUNT

~ P faay) Yo v
Weadssraunsalialniugay

WiF3dFe “Wduanidgad 180 asmandwsn” zgneenuuuliluazas

ada o

nsieed Lwﬂuu,dﬂizmumimia%’waﬁﬁ‘ﬁs‘]’ami”i%ammwmwauiugﬂLL‘UU%ﬂagmnﬁ
faad8nalUT199 U LIBNA LN UAIANTYRININEURS NILULINISaN8YI ANy

¥ = % % 6 = % 3 a 6) % 5
yunaes Msdenldussinnveinaeuaziand uludnisinisesduseneudaluditiu
o § v o e & & ad saa ¢ a & v ¢ a
MrazAsnsNALEeatna1eJudsdnilesnusenaufalnaynseuiunIsUTENUSAUAS
Usenouegumansuainneuns Inssuiumsasvassaunasaswasindoutinuansiiguan

Jumailunaegvarasnil fedunsmumansvesfiauzuouwsing 4 w1lildegsszda

PIENTLUIUNITAS19ATIANTINANENSVRIRaUL AN VA8 Wy UL M Aa 8 Uil
A9MALAIDNISIANITNITHARALAT LA N1SUTERUSAUMSIUAs UL UaInulUAe unun
v a 9 & a AN ¢ A S o 2 v v a
voaWeulunsaseaTsinunsUsenoudsdised Aonsilugussanunuuazyiseuses

== =% = v & N o % ~ ¢, Vo w =
auns Faduduniduinussiusaunidulsenaulume anseiive nayed ({iduaues)

oD
and
ee
o
a
oo
c
anb
ce
Lo
)
=
)
ol

AUNGEY M 1Mae ({UseiusaunIUseneu) Aun1Ag WTey

v ¢ = o o/ o A a faa a L3 £ v ¢ o Y
WAz UTEWUSAURTUTENOUAITULINAIUILTDY) ABITAIAT ety 1ena (NUITNUGAT0Y)

LagALLAN NARae ({indenun3)

[
a0 [y

¢ al 1 & A o a o aal
NUTLAUNI TN AYAS19ATTAINUAUAITIUAUNUUSEWUSAUASANY 5701
HY8ans19138 AsNsINANG a7 Tugruzinesnuuuidessenevavasiiisesnou 9
WU azATREes YUY nexivdfa gilsunudedunaniraulafeitunssuiunis
P I3 aNa A A & A = A a
asaTInnuAunIiasuglLUUIINaATNIUUTIE UTslaunsn weaguwuuuesfals
Mswanaldsunladlil F5nsaseassananuwanasnulUuiy seanuduiioandw

[y

YW UUNRATHINAUNSwansfTiUszaunsalyinnuiuazasIiineg e vl

UNazASTIAEeT “Iduaedigail 180 ssmanniuis” findusievesmuiduazasniioy
gann anwitthazasliludes mumenuvesunyaiisarameUioumilouassanss
sufisfiansvesesduszneuing o AgnimusliegvaziBoniluusaztiameuvesios
finw 1@es UssEINIA wazAuiAniidosdseludsduuetnals Wenduinuedudiuves
n1sUsziusauns Jlsunasiinaudlaeanuuunszurunsvinausiuiusaziiugi

FI8530989HAUADINTAURSTLANIZIANENNN tlausaldadunas (music library)

117



118

Vaa

nvemlula Felagunudilugnamnssutuiianily aussusenaudsd dnldisnis
Usenusaunsoomduensualing q Wy AuASIAST AUASALY AUASIAS] AUASAULALY
@ v ] ¢ ~ ° A = i 'S u oA Yo
Wusu lnsusayersualonadinisusvinueaniaisouisssnuns ildgrduivelgiuain
Tuagasivarnvanels ludndudesseiiusaunituniivinun miniatuynass d19a7n
= a = s ) o aa A « ¥ a Ql'
AuRTUIENIUAZATHIRATAUASUTENRUANEUAS WidmSu 3450 “Iduansdyan 180
DIFANHIUTY” NUAUATADIASWATIAAUATNLANIZLZWAUINFRYUFazaINULDY
fuAUATUIENOUAYATRNLATAURSUTENBUNNEUAT TINDIABIATATIANUAS LUFURUY
Y] a Y Y A o Y o @ o ) . o
ﬂamummuqﬂuwma WoviutiilunuaIinumas (background music) Tun15a31s

yssenekazansuaiiildluazas

A B a & o & Ay o eX 9 Yo
WaflAuAIN1sAUASIDUINUIULIN NIAURTARBIUsERusSTUNtudlviuann
PP v . ada g . . = =
ANAMUADINITLANIZLR1E29 (Music score) wazaun3Ndu music library Auaun3
Aeelseius music library TWauganauinszuIuNISAAfBN I NEUATILSUTY 1B LA
= £ 1 o . . U 1 1% dl' L% 1 o

Ausameanunsadr music library Widlunszuviunsaanels Wensdndelaznisanny
awlunsaznoudugnas Jazaruisasussiusauasiiiu music score wiialiiin
ANMUNLNLTRNIZD1AINUNNTNAVULS AunursTnatUsyanu 1 dUanrlunisusenus

A a a a o a Yo aa e

AUMS SYUBLIAUANT LASAARBAUANS LANUTIALAREADY tALANNEINBUAEUSEUNM
40-45 Y17 AR85LELIANNANNAUNITASINATIAUAURS Fon15HYreliausaUsE IS

AUAS LAVUAUNTDUVDINANANUA LA DEINBAUNDA

= = 1 s v 6 al @ aca
mnuesdnasiiaziiuin TuransveinsusesiusauasLoaniinss UIUNITLaLID
N159AN15910197U Tnelanizeg1edauilonunisesvinausniuiuamansvesfalzau 9
Y ada aa v s ag Y .«.:4' v P v 1Y)
e BARTBaTvasIAnunsndeUisuLUamnuluime ielimunzauiuuiuuresnu
Uszunntiu 9 savzimiuldannnisuseiusaunsdmsudsdlugnanssutuiidlve iflszuy
Y94M154 music library wgaglinisudnnudiulunseunaninta eygeliaunse
Tinunsgniule lddndudesdianuaniziaizasivainls g uindn duiiduiunds
o = o & v oA ) U Ao ¢ A “« v a

wazaseussene illanudndudeaaizoseslsun widmsudidEes “iduansdyn
a | 4y ¥ | & A Ao I3 s ° s
#1180 23FaNNIEY” Hilunesd1 WUESANTanwasdunneunsvune Inethaans
YRINNHUATIAZNTEUIUNITNITaTNaTIAaasulgldegsndndy Tunnmanisal

a o v a1 A o = I v = . . a | a Y a
Nﬂ?qﬂaqﬂi‘g%@@Lu@\?ﬂugﬂlmaquqiﬂiﬁﬂumiﬂqﬂ music llbrary LWEJ\T@EJ'NLWEJ']VL@ HAINU

'
[ A

IndudesUseiusaunstndlunnivanisaldfyaeasos

1 @al v I & A 3 a a A ) LAY
E]?J’W\‘ilﬁﬂﬂﬂ’ﬁL“U’]?,J’]’e]QI‘L!‘W‘N‘V]’EJBUIau‘U@ﬂﬁaU‘NLLaBﬂmgﬁZﬂiﬂaLUUﬂWiUi‘UWﬂ

¥
v o w

ATIEAEY WIzuenINsluNTIEI8VRUIANTYINUTNMmERSTuTEIIAaUY NS



uansiuuseng 4 liegnslinsuuauuda fufiveulatidadalonmalifouannsadifsfals
AsuanILazUaSETsR T NsTUIUNsARLULarAsTILE eIt uBnde feazidiu
lﬁmﬂﬂisLLaﬂﬂiwumﬁa%'%ﬁL'%'aaﬁwNﬁ*ﬂﬂmaauiaﬁ Tnewanyeeedaluy Twitter, TikTok
uazn13¥i3Ale reaction vesualugaams YouTube nunsmudin #1duansdgai180aaem
AN WAz #180DegreeTheSeries Fan ¥ MazYINTIv0INISUANITIA1991NT3d

a Y] v Ve a o v w a M Yo I
wanneunslagiily geuidnmileumdeiuruasasiaied wildlaeglulsasas
Theatre To Go - Live Experiences Box

WONIINANUNITAUINITUNTTEUINVRLIAlATA-19 Ndwnaredaly AuvazAs
warnanaraTIuad antunisalasellliiufsungAnssunazasiatedninveanisd
Uszaumsalsnluiiuivianeniwliegrsduds Wumgli “Uszaunisal” Tunissuay

Msuanarasinateduves “wenn”

founduluidlenanslin.a. 2562 analgns miny Aumnvuazdernionns
1A59n13 PQ Thailand (Country Exhibition of Thailand in Prague Quadrennial 2019)
lasiuiunauvesfatunasanzazasiiineg ludauanslusu PQ2019 (Prague
Quadrennial 2019) a1 n39UsIN a1s1ssEdn elunniiauenanumMasuAals
nsazaslulssmalngliianguiaenivesenilan nsnudasdndugn q 4 9 lanans
ngeUsIn Feiifallu Anzazas Ynesnuuu udanuAnwifiunisazasvialanun
uanivdsuranuiasUssaunsaifiiatululssnavosnusiudu Selulin e, 2566 Aitde
ayfieil Alduimusasuseu 4 3 Afesdnau PQ2023 udnasimdsmniihlanyszau
Jynannlsalain-19 melduuan “RARE” Mdalonalvsiuaulduisdulszaunisal
“menn” Alalldinegualszaunisaimauanaviu widsaludduaunms aufn
a¥assd ondnuniuaziuiifllasiannsufiduinldluounn elvaonadoafiy

WUIAR “RARE” ¥89 PQ2023 “Theatre To Go - Live Experiences Box” 3slafianiiintiu

“Theatre To Go - Live Experiences Box” Junsmiusiunanuazasafiann
vanviateAalu 819 audsianl yaila (Ralufauissusednd 2561) aae B-floor
ARAYE 9IMUIM NGUAATU Part Time Theatre 3ndanineslval Aaugsde inyswaslsu
WagHYIAans1a158 A3, stins Andfes ITinaivassAnauazas lnglaaudadnin
Y A A a ‘:1' & A v o vag A Ao v o
AUNLT NSIAUNS Lazildsuiunduslmdununnaulumelssaunisallivaun
(Experience Beyond The Boundary) ftansnsasusunsianstianynnivuil iuuinngsy

=Y

nsdnaualusuiuy AR %38 Augmented Reality lngldiigalnsdnvislenelunissumy

119



120

n1suans Fandesnedmigdeiusenalne lufun 1 ganau w.e. 2565 mMevemig

Theatretogo.th kaziaUnaindueea Line Shop, Shopee mall uag Robinhood wenan

Unaadgns wndnd lugruedamsnduazde1uignisiasenis auasuen Yyyiving

q

D,

He1eNIIHER Tudsdatulazineenuuu SelmihuwiAnues Theatre To Go T
melmiaduiinssansnelduufdn WFH: Watch From Home Tuanu On Going/ Going
on... 84 Noble Play 5e%3193ufl 9 §u1AU W.A. 2565 — 28 AUAUS W.A. 2566 MU

wumaludauandluay PQ2023 Tudisfeuiiquieu w.a. 2566

PO | TEAM

AUDIENCES'JOURNEY
2

HOUSE OPENING
(BLENDING UNIGUE EXPERIENCE)
1 4 N

PICKTHE SHOW YOU WANT TO WATCH VIA

FOOD DELIVERY APPLICATION OR ‘THEATRE TO
GO" SHOPEE MALL - LINE SHOP

SALE & PROMOTION

5UN 1 Medrauszaun1sallunisiusy Theatre To Go HulnsAnsiilefanieseuu AR

3911 Theatre To Go Presentation. Ing aigns wnsl, 2565.

dmsuniseanuwuuidedliiiu “Theatre To Go - Live Experiences Box” Kldgu
lasmnuiuauaiagil wigiser luniseenuuuidesliduranudiuiy 3 wasu
(arnsrwausionan 5 wasw) ldud auiiwelnedns Single Number uag THE (UN)
GOVERNED BODY Inesumaenismsvhanilviaenadesiudeiiivaeuly whnnssuiuns
Anuavaisassraunsfenanileuiunsesnuuuidediiuasasni uiiloavasusazies
sosinevhlnglindesitle nadnsalddslissannissnineunsvuadu Afarue
Uszanas 15-20 wit dedanauszmanilaiif@oufunuseninimshaude e
avAsniilunsuansan Aallu anvazas wazdndnasasiaitdiuunnislidndudesduiin
amnsuans uidleamunsaifutsiulifestuiinmmnsuansinundedifle seaziden
veea Inelannzeenada aanmnstiufindesiifenagnuestialy Weflananiifesnuuy
Fowfouhideaninns sldiandamitliaunsaiidesnisuanamanthanldldidesan
AunN1sTuindesilid Ganseduazasnfiidafeanisany “an” vesnsuanseg
foonuuuidssdssududoseenuuuidsaiioatrsnm “an” Iifunisuans audsoanuuy
Foafieadanisiuvesiuiinisuanstum sndiegranasuides Single Number



(%

waz THE (UN)GOVERNED BODY 7148n31n9¢AadUsenusaumsUsenauduunluuvianun
wa diRppenuwuuldesnisindeulm (foley) W@aeUsenou (sound effect) Tdusa
ALAT SIUINITODNLUUANUREUNDIANUNTWFLUDINUNNITWENIDTY inas AT aLaUs

UBY “AITLEAARN” UULDY

THE (UN)GOVERNED BODY (unsegnaiinaulalumstiaueazasifiluiiui
lanadou Aasyint yadla gidunisuans deamsivguuiiufduiusivases Inelugas
nilsvesazasiiniseonuuulifauazdesinduladenmnnisaliithluguadnsfiunnsng
somazaT JUTEusAwasAatansuseiusaunIUsenaulazNMsoenuuuIdes lagmile

farnululUlanduuenadenmansaiiilidntu wu dduundenlildvaunnviuiasas

£
=

d‘ a & U = o U vV & 1 U 1 ¥ 1 U
HatinTuAe Mazasaidsle lumeanduiumnduuidendreiiazasldlinauuniiv
Aa £ a ) = & v o= = a & X ~
HatintuRe faavasasale [usu Benussuasidestssneulumenisaimvaniasiiany
wansneiueanlume n1siufduiusivazasiilidiainnisesnwuussuuidssluny
WesndesnnulunMsafumansaineunds AauszesalunsaugIveNal
FududuUNIvBIUgNIsAINdAUs LBt UAY
YY) | a & e Ly a X A
F9A788199INA1INNY 4 NSEIANYIT FLAiuAMuUAsuLUaslUuaINuUANISLana
A o X A A & o Ay v & aa ° P A v} a a
Meguanniianunnisnienin Snnsda@lvinuisnisiaundisulunduyuvesdalu
wAEANTAATHASINATIAaYATRT TINAIBNTATNaTIAkaTRNLUUIEsIMY Tuyued
maai{aamwmﬁwﬁudw Ldiigausgeanuuuidsazdedinnudilanisvieuveadesdy
SULUUANS 9 Ue t{{aaﬂLLUULﬁmé’ﬁwLﬁ“fluéfaqﬁﬂmLLawﬁﬂﬂ’;mﬂsa}uaaﬁaﬁfu 5 Ay 1191
= 1 dl @ a o I~ ¥ % ) = v [y} d" £ a
Auudheduniinuindunsadnlanisvineuvendssiunien q du o lasssuyid
wardadninvaded WU MNABINTTYNaEATHRTtUFULUUNINEURS AISARMENTEUIUNTT
YRIAIANSVDININEUNS VAU laluunuIMYadsaarn1sta U desiinadu
TunIeuns 9198N159BEUAINTILANDIAFTTIVUSEU L UNISIASTEUANUNS DU D
¢ v A a U = A Ao A v oo
gunsalduindesivunzay N159uNukazoaNRUUNITTUTIndesiaLiallades
PRy 1 1 ) o . I £ 1:94"
naunn Mesonisuluvinulunssuiunis post production usiu wenanil
Heenuuuldsinazindnarasaisadefanguevuniedn guuaiunsafeazasiad
Tuguwuvesuladlamegunsalla nsigaunsaling o Winaduidesiunneeiu endiegns
wu gunenalilagudssgruanudimnivsununandnidieds dedueeniuuides
msliauddgiuguanudsuinnnd visemnaesamsiiguuladugunnnunnneanis

2190 azdEalun1Tls aganisitaruyile Wudu

121



122

1 <@ 1 4 v LY = a e‘a" 1 [y ¥
agalsfimunniiefesliuil Anwikaviseuslumansiuandraiulunion q
Aun1sviAunlaluunuImutNvesn1svinaueeediedu g weliaiuisasullen
vanuN1sainlia1nfe nnadedaaviniussuinnssutazinalulagindouazlasu

Tulannidle

undeving

anunsaimauniszunmedtseladn-19 Mfndusgniund 3 T dwanseny
durenfrefednuasisaae wwsugha dauuazTausssn Sniedaiinaegiauin
Tumsasuuuasia®in mnuduey Ms3u3 wagnginssuveauywd hlugiitinuuy
“New Normal” fimsfiufduiusuuuiiuunuazidululfenn wildawnsaeglndgduls
Tuszor 1-2 s minldldeglunsevaiufoitu nnauvmiandriesdudundde
viFeldsudionngdu madutaunsilodosiatunaadudosivessy Yanntu Belunindy

v & Addayw A & A aAw a  a
m‘mﬂﬂiuwuwwmjﬂuwmLLuusJﬂLiJULiawmawaﬂLaEN

avduldnyaddalznisuanslugluuuretasasnf Nerdeiunninienim
lumsuansan anfenisidiusiuwasnsiufduiusvesjyunslulsasasiazaniuile 1
waatu duindunismdgrinduingaassdidyeeiiiies andeyavesyaiisasasing
(2564) Wy Aatuswadudnuiuiinndl 90 Au 1NN1sEITAaduTINade 180 AU
a a o | I a A | ] r.:’lj = ¥ 14 1 a
Hdudsesdngldiiu 3 heu dwalildanuisaniiaesinainnisaisazasiaogiafy
uALloanIuNIsUAAAAIEaIUNN Usznauiunisaesliudiveunaifalu Auzazas
wazHHAnarATIN JUSUNAAHAUERNINNINTULAUTULUABUTULUUM T LEUBNa Y
a av o r-glj N ) < a I r-ﬂ’lj N =) !
PNANTRBI A NUANIINEamlunswansaamiiiy Adeulvegluiuiaiiousgns
Wit “ssulat” AMunntu InelFuauainnsiinanuni 9 ndulnanliludeswiseeulal
7119 9 BE14 Facebook uag YouTube LitaWiuuAndsazastasnsaruvudaumasla
a S v & & Add o ya a [ ¥ Y vt I Y
dnadadununnilvidatudslavwansiinuuasasliGeaniugvotnnuludagdu (now)

Panusadeasiuguuladnyaanianis

Tuvazifsrfuazasnfluguuuuresdnddaiunsndidlusgludetuliisdu
9819159 uRulinvesdaliu deaziiuldaindiednasiu “MEAN Sitcom World”
Tuuwanviesueaulard “Vive” fllalomaliifvavinlanldsuen Wedesegluanunisal
nsunsszuIavedlsalade-19 sdrmanidedlild msvhauswiuneluladlulanadiia

Jagnisauisenlinisaru nisunaueuidenaniseanifiegluguuuuvesazasiasu
sugabiiaueriudemtesulal dwneganmeuniiaeasaizes “aeslandgs:

q



911895-011830” wiliAuzarasavianaiululssaeas wiisnisuawendueglugy
WUUYRINSTUINANANTUERSER THYNABITUBNHIY YouTube Wintiu fanseiiudatu

Y a

ANEaYAT waziNanasAsnll Ndsamndemiddunsaiassinanuegsetiounigld
dodnna Insviuludeduiisay q uennileluanarasin eg1eT5diTes “Iduanidgnd
180 aernaniug” Milalenalvidvudsdmlanianfsd@auznmsianiuasanuainassa

dl ¥ a a v 1 ¥
MonsrurunsAnwuuarasilaegelinsuuay

shomeluladuavuinnssudilingais nnauaansovharsidilauaziinfdldlion
FeldudanmnmsianiSessududeadmuutnude (cross media platform) ... wagdnudu
FoaFeusitnisvenedend: Winisdearssiudorns 4 uindu fdludeiiuazdelsl
(514 L%’aamﬂu?f%, 2558) 27nnTelAnwIUeY “Theatre To Go - Live Experiences Box”
WU ﬁaﬂsmmamiﬁm%ugﬂqumﬂagmnﬁﬁ%’mLLamaiuﬁuﬁWWQﬂﬂEJmWhJajﬁuﬁ
wailou suudanssunisiiauslusuuuy AR (Augmented Reality) Afvaansnsn
fufdussmivazasldifieddudlnsimitiofe nouszdsusuuuulugnsindnssans
Tufiufivnenionmdnads Insazdauanstu o Noble Play ngamamnuasias sy PQ2023

n39UIN d15150u3HN

Tudunsuseiusaussuareaniuuldss geulausuisnsianulumudenlasu
wgunne anadiladnwiSeuinsinuuiuemansdy « dlvdnisiauinszuiunis
aunasintusiely

[

naudaniunisainisunssruinveadlsalain-19 laldsunginssuuwasnissus
voauywdluuad guullyuuesinieunniy anvedslinadenlunsifeniiuilunissu
YUNTHAASAaINUAIY “Nufinanientn” aralilddnesunianualunisiuruasasiad
a ! “dgf al' A ” ! (=3 sala 1Y 1 Y
dnsaly uay “fuiiaiion” sgulansaulatfenaueulszaunsalnaunguulaluduiiy
Feujrastaladnuszaunisalilasuainnisiusunisuanadudsddgliddeslunin
aeAUsENRUNIIAalsad1IuNaras Unuans aerUsenoufal aunsuasyuuenAalu

ABINITULEUD

dmsudidoundrnuiiudasiuilisraunsaiuagmsiuifunndeiu n1sedlu
fufimsnenmdeatutugBuiiodunisadienisivd Yssaumeniuasanimssshiauiu
ynfrdnaasaiiidaainsassdazasivangfumssusdlufiuiismenn Wy azasi
wandlufifisinet azasiansluamumssae vieazasiuanslulssazas fuufaslisu

Uszaumsalluiiuitu 9 anmsurdluiunidgudnazaseenuuuld Tumenduiumnguén

123



124

azpsiinsleassassdazasiunziunissuraluiuiadou fuunaislasulsyaunisal
31NN13TVTNHIUYRIMIIAINAIR UL Hl0suTanesdnlddnuinlaauisanaunuiula

WsNUsTaUNMIainsSuTNty o lhgnAnuaseniuuinag9Fna uyuewesfaty

Usngnsaliiiadumeliiugl Aadznisuandladinilugiuiiniswansiilaidiin

1A L&A . ' o [ (& A 2 -
agiigana “Nunnianenm” Bnseld uidsansadilegly “dunlaniaiiow” wielan
“paulal” Idegausuea umhaulaunnd “agasniiuennil” feziatuseldlusuan
W zlisiuuiasiianianisdtaweiueulssaunsalnssustnswandliiugus s
wdmarion1sviuaasIAlug U iusaunsUsEnouwazsanlUULdENE S UaL AT

niilneagdls
LPNEI5D19D9

nsznstaussan. Anmbuniveslsadadelasalalsur 2019 gasuduveadalasy
?7@%/@747\73?f7f77§‘4518’3ﬁv‘l/é“77%Z?fﬁfﬁfﬁﬂ? 2019 u3aladn 19, 2563. AuAuiile
NOAINYY 2565, https://www.m-culture.go.th/singburi/article_attach/
article_fileattach 20200828153517.pdf

AEAaUNITUAENT UNNINBNAEsITUANERNS. lATvAITIaIWITTInI5 IUAaUN T
luarsennzAavnssumansasusey 20 ¥ : n1sasndavensuanitiudovy
unasvlosuivaInvale, 2563. auduile waineu 2565, Facebook. https://
web.facebook.com/100063784921073/videos/765093291367941

fudns Ssdnayaildes. unuiindeazasiaiilvevunareingalain-19, 2563. duduiile
NgFRANNEU 2565, The Momentum. https://themomentum.co/stage-play-covid-19/

3nnzuna Portal Recall. MEAN Sitcom World VLIVE. Facebook, 2563. uffuidle werdnieu
2565 https://web.facebook.com/media/set/?set=a.1637178713114519&type=
3& rdc=1& rdr

aifgwa WNSM. Theatre To Go Presentation, 2565.

stivns Anfirioa. n75uana/PERFORMANCE: aawgidosduiieatumesnosuue. vouudu:
15SNURNRINGIRBVOULALY, 2563.

Syvun Fustiunaun waz 11 AR, The Absolute Paradox: zﬁéﬁmn@umﬁ%ﬁz#wgw"wﬁm.
Uneans WAY, 2564. duduile NOAINYY 2565, https://waymagazine.org/
the-absolute-paradox/

511 [WedaUuAs. “ldesiude (Transmedia: Story-telling)” GvArIAR THAZUTANTIY
97 (2/1): 59-88, 2558.



wwana WId, UsiimiAaunisasas n1minAaunisasns anenyImIans 9wadnsal
W Inende, Faindadt 6, lassnameunnanuINg AorSnusmans guiansal
URINYAY, 2565.

WA . Aﬁuaaﬁg@ﬁ 180 8vIamELs ) (Brief Summary) [lenasiiallasiui], 2564,

a

WShU A9, FTENISUARN: F5NAF INAIENITIALAT. NTUVN: WAL, 2564,
Suvie doavius. nguiiunisinrsalfat - vimuzvesindrinisive. ngamwa: wias, 2560.
WA ATENATU. MITFUBUNAIINYNTTINIT (AUAT). NTUNN: SUNNTE, 2561.
d1inUMTIToUaNG. giaedande a1g1am3-019/7738. Facebook, 2565. https://
web facebook com/mslfungnssuiterinnnaunndinduguain-dsau-uay
?ﬁLL’;G}é’@M—lOdO%188802700/photos/pcb.121232180422434/ 121230910422561/

ofnn Svziavlnena. aum3 Aui a2, nganme: Towiutnd, 2553,

BICT FEST. “BICT Fest 2021: BICT on(Line) the MOVE,” BICT FEST, accessed November
20, 2022. https://www.bictfest.com.

Cristi, A. A. Mixed Media: How Artists Are Taking the Theater' Out of Theatre. Broadway
World, 2021. accessed November 29, 2022, https://www.broadwayworld.com/
article/Mixed-Media-How-Artists-Are-Taking-the-Theater-Out-of-Theatre-20210220.

Deiorio, Victoria. The Art of Theatrical Sound Design — A Practical Guide. USA: Bloomsbury, 2018

Fry, Gareth. Sound Design for the Stage. UK: Crowood Press, 2019.

Langston, S. The pandemic nearly killed theatre — the creative way it foughtback
could leave it stronger. The Conversation, 2022. accessed November 28,
2022, https://theconversation.com/the-pandemic-nearly-killed-theatre-the-
creative-way-it-fought-back-could-leave-it-stronger-176185.

Seki, Y. “Save the Theatre” group starts paid streaming for Japan performing arts
stung by virus. The Mainichi, 2020. accessed November 28, 2022. https://
mainichi.jp/english/articles/20200429/p2a/00m/0na/017000c.

Thai Theatre Foundation. #ansgnu COVID-19 ildeRathasasiaiilnenuade,
2563. Auduiile NOFAINIYU 2565, https://staticl.squarespace.com/
static/5cd8cf71b2cf79a5a237fbd9/t/5e9adb6639f0f40fc833a
9a8/1587207015479/COVID-19+survey+report+%28pre-webinar%29.pdf

The Showhopper. azastaiidadududasganyialu Tugaiitvialnin-19 uazunanvosu
an3eide. THE STANDARD, 2563. Audiuiile nednou 2565, https://thestandard.
co/live-stage-still-important-or-not/

The Showhopper. azasaaulad Auladn-19: asUninsiuazAsiaiilnesiuady
Used1T 2564. \ne¥geeulatl, 2565. Fuduiilo wodnieu 2565, https://plus.
thairath.co.th/topic/subculture/101016

125



126

Biographies

Kimbho Ip

Dr. Ip received his Doctoral degree in 2004 at the
University of Edinburgh, UK. He is fellow of DAAD (German
Academic Exchange Service) in 1997. In 2011 and 2014
he has been invited to be Research Fellow at the International
Research Centre, Interweaving Performance Culture at

the Freie Universitit Berlin, Germany.

His research in intercultural performance has been
supported by the Scottish Arts Council and the Confucius
Institute for Scotland at the University of Edinburgh.
He is currently the Professor of Practice at Lingnan University,

Hong Kong.

Siravith Kongbandalsuk

Siravith Kongbandalsuk is an artist and musician based
in Bangkok, Thailand. His musical performance explores beyond
the realm of classical and contemporary music practices, including
interdisciplinary, theatrical, telematic, and interactive multimedia
performances. Siravith’s works have been performed and presented
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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

Chicago Manual of Style 17" Edition, Notes-Bibliography Format
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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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