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About

Pulse is a contemporary music journal. We provide a platform for researchers working
on topics related to all aspects of musical expressions to engage with one another
and to share their work with a global audience.

Pulse is published by PGVIM, an institute dedicated to the development of music
and the arts within Southeast Asia. Through the promotion of musical diversity and
innovation, the institute is paving the way for sustainable paths for the development
of Southeast Asian creative practices in the world today.

Pulse endeavours to further support the development of musical culture here in
Thailand and throughout the Southeast Asian region. To this end, Pulse is a blind
peer-reviewed, non-profit, open-access journal. We encourage submissions from
emerging artists and scholars, graduate students, and early-career professionals.

Publication Frequency: two times per year

Issue 1: February - July
Issue 2: August - January

Aims and Scope: We aim 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.

The journal invites submissions across a broad spectrum of music-related research
topics, including: Performance Practice, Creative Practice, Innovation and Design,
Interdisciplinary Studies, Learning and Teaching, Music and Society, Cultures,
and Aesthetics.

Contact Information

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

Telephone: +66 (0) 2447 8594-7

Fax: +66 (0) 2447 8598

E-mail: pulse@pgvim.ac.th
www.pulse.pgvim.ac.th



Peer Review

Peer Review Process

All manuscripts submitted to Pulse are initially assessed by our editors to determine their
suitability for the journal. Those deemed suitable progress to the peer-review stage.

Please note that manuscripts that do not conform to our submission guidelines will be
returned to authors. They may be revised according to the guidelines and resubmitted
for our consideration.

Double-blind reviews

Pulse uses a double-blind peer review process. This means that the identities of authors
and reviewers are concealed from one another. Manuscripts accepted for review are
anonymously evaluated by a minimum of three peer-reviewers. A member of our editorial
team manages the process. He or she forwards comments from reviewers to authors,
assess the validity of the reviews, the response of the author to feedback, and the
quality of the revised paper, should any revisions be made. The final decision as to
whether to accept or reject the manuscript rests solely with the editor. The editor
reserves the right to request further revisions or to submit the revised paper for a
second round of peer reviews if they deem it necessary.

Editorial Info

Editor in Chief Asst. Prof. Dr.Suppabhorn Suwanpakdee
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Editorial Board Professor Dr.Narongrit Dhamabutra
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Welcome to the 5" volume of PULSE.

Welcome to the 5th volume of Pulse. We are delighted to announce that we are now officially hosted
by Thaijo (Thai Journals Online), joining a prestigious network of academic publications that promote

accessibility and scholarly exchange within the Thai academic community and beyond.

You can now register with us to submit articles via this URL:

Additionally, we also have a new website where we compile all articles both in pdf format as well as
online pages. This allows for greater flexibility, making it possible to embed media materials ( video,

pictures and sound ) providing our readers with a more engaging and interactive experience.

Faithful to the journal’s vision, this volume offers an eclectic mix of articles reflecting on a wide range

of musical activities in and around Southeast Asia, with a clear focus on Thailand.

We start off this collection with the composer Scott Wilson who contemplates his over 20 years of
experience making music in, around, and with the people of Asia through a collection of anecdotes and
reflections. He advocates for the importance of openness—particularly to diverse methods of working,

understanding, and learning—and underscores the immense value of collaboration.

Natsarun Tissadikun highlights efforts to preserve the Khaen ensemble of Wat Phothongcharoen in

Suphanburi Province. Volunteers from Bansomdejchaopraya Rajabhat University used their skills to support


https://so18.tci-thaijo.org/index.php/pulsejournal
https://pulse-journal.pgvim.ac.th

sustainable community development. Survey data showed low engagement in folk music preservation
among the youth. To address this, the Ban Kham Laos Culture Club was formed, and a forum was held

to encourage community participation in preserving and promoting the Khaen ensemble.

Panthakan Northong and Pusit Suwanmanee’s collaborative research arranges orchestral music inspired
by Rong Ngeng, a traditional Thai Muslim art form. By interviewing experts, they explored techniques,
pitch range, melody, and history, selecting a lively Rong Ngeng piece in the Yoket rhythm. The result,
“Dawn of Kelantan,” uses Western musical theory to preserve Rong Ngeng’s essence. The resulting
piece is evaluated on folklore communication, performance authenticity, and orchestration fidelity to

the original melody and rhythms.

Nadis Boonrod discusses his exercises and etudes for four mallets, covering techniques such as single
independent strokes and double lateral strokes. Each technique is paired with a specific composition:
Walk, Split, Groovy, and Bubble. Surveys and interviews with experts revealed that these exercises are

well-designed and effective for teaching.

Komsun Dilokkunanant and Sethapong Janyarayachon study the shift to online chamber music education
during COVID-19 at the Princess Galyani Vadhana Institute, identifying challenges like unclear outcomes
and inconsistent assessments. They created a new competency framework that improved students’

skills and provided insights for future music education.

Finally, the composer Professor Dieter Mack reflects on how 20th-century advancements in
reproduction technology and the rise of streaming platforms have significantly impacted accessibility

and sustainability in music cultures and education, with various accompanying side effects.

We hope you enjoy reading through our pages and look forward to sharing the next volume with

you in a few months.

Journal for Music and Interdisciplinary Practices
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PGVIM

The Princess Galyani Vadhana Institute of
Music, Thailand takes a contemporary approach
to classical music education, scholarship and
performance. The institute was initiated in 2007 as
a royal project celebrating the occasion of the 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.

Pulse: Journal for Music and Interdisciplinary Practices
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INSIDE/ 19uan

Scott Wilson'

'Lecturer in composition and electronic music.
Birmigham University

Abstract

Through a series of anecdotes and reflections,
composer Scott Wilson considers his 20+ years of
experience of making music in, around and with
people of Asia. Through this he espouses the
importance of openness — especially to different
ideas of working, knowing and learning - and

emphasises the overwhelming value of collaboration.

Keywords: Intercultural, composition, world music

‘Beethoven is Japanese music’...

... Or so someone once quipped to me many years ago - | only wish | could

remember who. Though probably an off-the-cuff remark, this statement had a

lasting influence on me. Born in late 1969, | was raised in a world that was generous

in its provision of simplistic and too convenient binaries: West/East, Developed/

Developing, Modern/Traditional, and so many others. A world more wilfully ignorant

of the complications of coloniser/colonised, the convenient prevalence of English

11
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as a lingua franca, and the hegemony of industrialised culture then I’d hope we
are now. One still mired in ordinal subsets — not one world, but first / second /

third ones, though it was far from clear that those crude distinctions made sense.

That statement was one of many prompts causing me to question and open my
thinking, often in ways which rendered the nature of intercultural interaction, and
the whole thorny territory of cultural ownership, far more complex and deeply

problematic (for me in particular!) than | had thought.

It aims towards provocation in its assertion, certainly. But after all, why not? Western
classical music has been a meaningful part of Japanese life since the Meiji era.
Japanese musicians are amongst the foremost interpreters of this music. Japanese
composers have embraced and grown this music world through their own works,
making it all the richer. Professional orchestras and Western classical music festivals
exist across the country, as does an impressive tradition of amateur classical music
making. And Beethoven’s 9th is nothing less than a December tradition in Japan,
with annual performances all over the country. If Japanese Music means music
which is a tangible and meaningful part of musical life there, then surely Beethoven

and eurological' classical music makes the cut.

I relay this quote not in support of any notion of the universalism of any music,
nor even to ascribe a necessarily positive value to cultural transfer. Certainly much
of cultural value has been lost to the often grinding processes of colonialism or
internationalism. Rather | am acknowledging a cultural reality of contemporary life,
and one which has pervaded my experience and complicated my identity as well
as those of people in post-colonial and/or rapidly modernising places.

Such an acknowledgement seems an appropriate starting place to reflect upon

my experience of making art in, around, and with people of Asia. The process of

1 to use George Lewis’ neologism, which | find more useful than the increasingly confused

‘Western’ (Lewis: 1996). I’m going to try to avoid the latter for the rest of this article.
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that has been humbling, but formative, in an ongoing sense.” This discussion will
be as much a personal reflection as an academic article, though years of teaching
composition in a university have taught me those are not mutually exclusive
categories. My hope is that my musings on this may be of some interest or use,
even if only to demonstrate how confusing things are or perhaps how confused
| remain! | hope what | offer is not an assertion of some limited idea of the truth

but rather an opening for other maybe richer interpretations.

But to start | need to go back...

Beginnings

| grew up middle-class, male, and a descendant of (mostly) English and Irish
immigrants in Vancouver in Western Canada. Like many ‘West Coast’ North American
cities Vancouver exists as a fascinating collage of varied influences, including of
course Asian ones as well as First Nations and colonial. Probably close to half the
people | went to school with had Japanese, Indian, or Chinese surnames. My friends
and | regularly enjoyed concerts by the leading Hindustani classical musicians. We
attended karate and kendo classes at the local Japanese cultural centre in the
suburb where | spent my teen years, and enjoyed the annual salmon festival, which
brought together and celebrated diverse cultural groups through the shared love
and cultural centrality of fish! While | would never deny the existence of racism
there — Western Canada has a long and sickening if often underemphasised history
of this — this multicultural situation was in a practical sense normal for me and
most of the people | grew up with. We didn’t question it, and it was only later that
| came to understand the (somewhat surprising and puzzling to me in my naivete)
expectations of cultural and racial homogeneity that obtain in other places, and
the (horrifying) extent of the subtle and not so subtle racism, or unrecognised
patterns of cultural conformity, that our outwardly heterogenous and polyglot

city milieu often masked.

2 I’m going to insist that formative experiences are still essential for those of us in our 50s!

13
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Indeed, though the largest city in ‘British” Columbia, we often found ourselves
looking west beyond the pacific to Asia® for ideas and inspiration, rather than east
towards the older cities of North America and Europe, at least in terms of the surface
of our day-to-day consciousness. Naturally ‘Britishness’ was there in tangible ways,
though it wasn’t what stirred our hearts much of the time, nor how we thought
of ourselves. It was really only later, when | actually moved to Britain, that | came
to understand how really ‘British” Vancouver was, from the non-native plants in
its gardens, through systems of government, to anglosphere notions of individual
independence and cultural traditions; e.g. a strong tradition of amateur classical
music making. But these did not manifest in a conscious identity. Britain seemed

a world away, while Asia was somehow ‘just’ across the Pacific.

My friends and | — music nerds for the most part — hungrily sought out music from
around the world, and from many different traditions and practices. | was lucky
to have had a school music teacher who introduced me to music ranging from
Harry Partch, through Bach to Shakti. The one thing I’'m very sure we never talked
about was Elgar! As an undergraduate, my first composition teacher, David Gordon
Duke, introduced me to the amazing musical traditions of West Coast first nations
cultures. (He had been an assistant to Dr. Ida Halpern, the early ethnomusicologist

who did much to overcome the ignorance of this music within musicological circles.)

The Wrong Question

It was later however, when | went to Wesleyan University in Connecticut for my
masters, that this cross-cultural experience took on a more practical dimension.
Required to take a performance class, | joined the Wesleyan gamelan, led by
renowned Javanese musicians and scholars Sumarsam and .M. Harjito. (Though
there had long been a gamelan in Vancouver, and many of my friends played,

I somehow never joined.) Besides the surreality of the privilege of studying this

3 Yes, the ‘East’ was to the west in our minds. Another example of the unsuitability of these terms.
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music as a beginner with such amazing musicians (studying rebab with Harjito felt
a bit like taking up the cello and getting lessons with Rostropovich) it was perhaps
my first experience of learning approaches to music which differed from those |
was accustomed to. The latter involved codifying, explicitly verbalising — rules, in
other words. “How many times do we repeat the first section before moving on”,
| asked naively. “Don’t even ask,” | was told. It was explained to me that in one
of the modes you tune the strings of the rebab to the purest just 5th you can, but
substantially sharper than the same pitches in the rest of the ensemble. “How

much sharper?” “Sharper than you think!”

I have many fond memories of my rebab lessons, and of Pak Harjito’s generosity,
patience and human insight (he once claimed he could tell someone’s personality
by the way they played the rebab - | believed himl), as well as what seemed to me
as a beginner as the almost unapproachable refinement of his playing. But | also
learned a lot about learning. “When you play rebab, you must delay, sometimes.”

“Really, Pak? When?” “Sometimes.”

What an awakening! | had wanted it codified. | wanted a rule. | wanted my full
on eurological Aristotelian explanation. He — | think — just wanted me to listen,
to internalise, to ultimately be able to intuit what was in the style or not. This
is something that naturally exists to an extent in the kind of music pedagogy |
had experienced, but was not usually overtly forwarded, at least in composition
studies. Of course, | would not want to reduce this contrast to some kind of cliched
rational vs intuitive approach. A better way to consider it is perhaps as an example
of emphasising contextual vs. non-contextual approaches to learning. But the

contrast between my expectations and what happened in those lessons started

4 Dieter Mack discusses this at some length in his article for Pulse. Mack, D. 2022. “A Journey
with Fruitful Challenges and Without End: A German Musician’s Decades of Engagement with South-

east Asian Music and Culture”. Pulse 1:1.
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me asking questions about teaching and learning — and about music — that I’'m still

trying to answer more than 20 years later.

In essence, the problem in all these cases was that | was asking the wrong question,
a question that betrayed a set of ingrained assumptions that prevented me from
seeing what | needed to. | was however able to return the favour sometime
later, when upon writing a piece for gamelan and orchestra (in contrast to how
gamelan has often been incorporated in eurological music contexts, this was truly
a gamelan piece that happened to have an orchestra in it!) In order to undertake

this Harjito deepened his knowledge of Western notation, with impressive speed.

But he had questions. “How loud is mezzo forte?” he asked me, tapping the table
to demonstrate. “This loud? This loud?” | found this a shockingly difficult question
to answer, and in the end had to explain that while definable in a general sense,
mf is always contextual and relational, and never absolute. That it is in some
sense almost a musical way of being. | worried that sounded absurd to someone
who hadn’t grown up musically in the intellectual tradition of mf. But what else

could | say? It was the wrong question.

Universally Specific

Spending two years in Wesleyan — the place that may have coined the term ‘world
music’ - led to a constant reinforcement of notions of cultural relativism, and
the need to challenge one’s ingrained assumptions. But surprisingly contrasting
ideas as well. Playing in the ensemble class of the incredibly prolific, thoughtful
and energetic composer Anthony Braxton exposed me to a strange mixture of
idiosyncratic concepts, framings, and terminology — all grounded in a bespoke
sort of cosmology, and an almost post-racial optimism. Braxton never shied away

in my experience from the difficult history of race in America and the idea of
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a ‘trans-African’ musical continuum (including a vibrant experimentalism), or from
what it meant to be a black avant-garde composer who mixed influences from
Stockhausen and Sun Ra in equal measure. But there seemed to me to be
a wonderful utopianism about what he was attempting to do. | always felt that
he really did want all the music together, and he wanted all of us there playing,
and really felt that we could overcome our differences by making music.” And
the idea that experimental work could be not a negation but an affirmation of
tradition also stood in stark contrast to the often roughly understood post-Adornian
tabula rasa attitude that still dominated so much of the ‘new music’ discourse at
the time. | found this idea deeply liberating. The overwhelming optimism of his
work stuck with me, in part as a sense in which our difference and sameness as
groups of artists could coexist in complementary ways, ultimately creating new

identities while retaining the old.

Braxton was not the only ‘universalist’ in a department known for its development
of the field of ethnomusicology however, and | would be remiss not to mention
the influence of the scholar and pianist Jon Barlow. Barlow described himself as
a ‘speculative music theorist’ — in the ancient Greek spirit of Aristoxenus and the
Pythagorean School - but was really far more than that, and rather more difficult
to pin down. Never teaching from old notes, his classes were always pass/fail, with
the main requirement being that you show up and engage in good faith. Barlow
thought you could learn a lot about music from reading Giordano Bruno and Emily
Dickinson, or contemplating tesseracts. Already fairly advanced when | met him in
what was to become a debilitating case of Parkinson’s disease, Barlow - once a
fierce pianist — convinced the Yale Parkinson’s clinic that they had much to learn

about the disease by analysing the daily recordings he made of Cage’s Etudes Astral,

5 In 2021 Braxton made comments on the ‘post woke time parameter’ that some have
viewed as controversial. I’d say about this only that | think these words also come from a place of
hope, positivity, and unity, and in my mind Braxton’s music, to the extent that it is ‘modernist’, has

always represented the optimistic strand of that aesthetic development.
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the only thing he could still play. His teaching was interdisciplinary, multimodal
and inclusive. Like Braxton, Barlow stood as a sort of ‘universalist’ at a time when
ethnomusicology was still strongly emphasising concepts of reflexivity and a radical
and subjective cultural situatedness. | remember speaking about this incongruity
with the noted ethnomusicologist Mark Slobin at the time, who said that while
he felt that the development of ethnomusicology as a field provided an important
contrast to and critique of more traditional musicological approaches, it might be
time to consider some notion of universals again. Looking back, | think | emerged

from the experience finding value in both approaches.

The Beauty of Pelog, or ‘wrong’, but nice

While at Wesleyan | had the privilege of meeting the wonderful kotoist Ryuko
Mizutani, for whom | composed a slightly odd piece for bass koto - reconceived
of as a sort of hammered dulcimer (using Ryuko’s beautiful calligraphy brushes as
‘hammers’) — along with a recorded poem. This was perhaps the first time | had
seriously attempted to compose something for an instrument from a tradition
I’d not been immersed in. Though | had had an interest in Japanese culture since
my teen years, there were many surprises about how this played out in practice.
In my naivete, | think | imagined an insular classical tradition, which might require
me to learn a new notation system. Instead | was told that most kotoists are
very comfortable with Western notation, and shown examples from the extensive
repertoire of such works written by both Japanese and non-Japanese composers.
| quickly realised that the koto world was already very comfortable with an
international and pluralist outlook, and apparently rather more worldly than
I was! Similarly, rather than hirajoshi or another of the traditional tunings, | was
told | could have any tuning I liked. In the end | chose a kind of just intonation,

an early example of my exploration of this idea.
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This flexibility proved very useful a few years later when Ryuko invited me to
write a piece for koto and a Javanese gamelan group based in Tokyo, Gamelan

Lambangsari. | found this an unimaginable challenge, but also really wonderful
in the way that it brought together things that we had loved and shared. (Ryuko
was also a member of the Wesleyan gamelan.) But the challenges were many:
Tuning (most gamelan instruments have fixed pitches, but the tunings themselves
are not precisely codified and vary somewhat from set to set), notation (gamelan
was classically an oral tradition and ensembles use the Kepatihan cipher notation, if
they use notation at all; thus it cannot be assumed that players would understand
Western notation), and ensemble coordination (gamelans normally follow the
drummer for the most part, as the conductor of Harjito’s orchestra and gamelan
piece discovered in the first rehearsals). | needed a solution that worked both

musically, and practically.

In the end, after collaborative discussions with Ryuko and one of Lambangsari’s
leaders — | am a huge believer in composition as a collaboration between all
involved — we arrived at a strange hybrid which combined elements of many of
the things we collectively brought to it. The tuning was a mix of the Javanese pelog
tuning with some notes from slendro. This was not uncommon in contemporary
pieces, and normally eamelan sets are actually dual sets, one in each tuning.
Lambangsari’s set was tuned in the common ‘tumbuk 6’ arrangement, in which
the sets have pitch 6 in common. (In fact Lambangsari’s ‘sixes’ were not precisely
matched, something which the koto part exploited.) | carefully designed the
piece to be playable on a dual set, with each player able to reach the notes on
the adjacent sister instrument, but to my amazement the players — with great
enthusiasm and speed - went to the trouble of restringing the bars on some of
the keyed percussion instruments, combining the notes of both scales, as they felt

it would make it easier to play well, even if this meant adjusting to a new layout!

19
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The notation adapted Kepatihan in a shared Western score-like layout, with separate
staves and systems, using elements of proportional notation where appropriate
alongside Western dynamics. Ensemble coordination was mostly worked out in
rehearsal, but the score-like approach (with some old school cut and paste to

reduce page turns in ‘parts’) worked well.

In contrast to my earlier experience of working with Ryuko, the experience of this
piece put me face first into unexpected elements of Japanese culture when |
travelled to Tokyo to attend the rehearsals and premiere. Yes, as | had previously
learned there was an open, cosmopolitan and internationalist culture around
contemporary music for koto. But | found myself dropped into Ryuko’s circle,
all young women, a number of whom lived with their teacher who was a kind of
matriarch for the group. The composer Carl Stone, who has lived for many years
in Tokyo, later explained to me something of what he had observed of this world.
Mostly female with a relatively small number of teachers, it exhibited a perhaps
insular intensity. The sense of community | experienced was fierce and inspiring!
All the students flew into the work needed to realise the event, with no job too
small or menial to be taken on. They, along with the gamelan musicians, literally
stopped everything to make Ryuko’s concert. I’'m sure she had would have done

the same for any of theirs.

Gamelan Lambangsari was equally surprising in some ways. Though | have never
considered myself more than an adequate rebab player at my very best, and was
always highly dependent on my teacher to even approach that, | was of course
aware that one of the wonderfully inclusive things about Javanese gamelan is
the way in which it allows participants of wildly varying expertise and experience to
play together. Rebab however, is an ‘advanced’ instrument, and it is not uncommon
to find community groups where nobody can play it. As such | felt | should offer

to play the part myself, though [ tried to make it clear that | was no virtuoso, and
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I’d be very happy if there was someone better. They responded that of course they
would be delighted that | do it. It was only later when | heard one of them testing
vathe tuning of the instrument that | realised just how outmatched | was, and that
my clumsy diplomacy had achieved the opposite of my desired outcome! This for me
began a long pattern of reflection on differing cultural approaches to politeness and

deference, and the many ways in which | could fail to coommunicate well because of them!

Upon discussion with Ryuko we settled on the title /ETE 5 - Tadayou, or ‘floating’
- for the work. It both reflected the relationship between the solo koto part and
the gamelan, sort of floating above it (at times almost like the suling or pesindhen
in gamelan), and seemed to suggest the way we now often float between cultures,
near — like viewing from above - but not exactly always within. While musically
much of the piece is quite free, it draws in a blurred way upon the piece Golek

Lambangsari, in part as a nod to the wonderful Japanese group that played in its premiere.

Ryuko’s kindness, care and discipline in all her work struck me deeply, and | was
intensely struck when she tragically died a few years later of cancer. This was shortly
before a visit | made returning to Wesleyan, and | was moved by how profoundly
she had affected so many people there, as we met and reflected quietly on the
loss. Some years later | realised slightly to my surprise that my piece Ember, which
I ' was writing at the time, was really a dedication to her. It has nothing to do with
koto, or gamelan tunings, but reflected perhaps the quiet fierceness of her way of
being which remains an inspiration for me. Interactions, intercultural or otherwise,

need not be only about surface aspects after alll

All this fed my growing fascination with the idea of tuning — | remember
Barlow holding forth at length on the idea of ‘E-ness’ and realising that notes
themselves are culturally mediated and ontologically problematic entities! — and

an attachment to hierarchical (i.e. modal) approaches to pitch organisation. Not
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all my explorations of this have had a cross-cultural angle, but a number have.

While living in Toronto, | was asked to compose a piece for the wonderful and
long running Arraymusic ensemble. | turned again to Japan, and this time the
ancient court music Gagaku. The resulting piece, Netori, is loosely inspired by the
genre of tuning pieces of the same name. These serve as an introduction, setting
the atmosphere and tuning the instruments. Fixating on this relatively small part
of the repertoire | was not unaware, even then, of the possible comparisons with
the infamous performance of Indian classical musicians at Woodstock, where the
audience applauded after the tuning. But how those pieces sang to me! How

wonderful to write a piece to find the tuning...

Later, in Birmingham | would return to pelog, which remained a fascination for
me in its defiance of adequate approximation in equal temperament. A friend at
Wesleyan had told me that for one of the modes of pelog, he’d heard one of the
notes named as ‘wrong but nice’. | loved that, and while I've never been able to
find another source for that taxonomy, | did enjoy the wonderful heterogeneity of
one of the naming schemes | did find: bem, gulu, dhadha, papat, lima, nem, barang.
Translated from Javanese, these are head, neck, chest, four, five, six, thing, which
became the name of a piece | wrote for the wonderful Fidelio Trio. It used a sort
of adapted pelog scale, which the two string players must conform to. The piano
part approximates this in equal temperament, creating beating effects like those
in Balinese music, whilst avoiding note 4, which at a good 54 cents off the closest
pitch is indeed ‘wrong but nice’ against it. Although the most overtly gamelan-y
piece I'd written in terms of textures, it was not intended as a pastiche, but rather
a hybrid. | wanted to compose something that somehow brought together so many
different strands of my own musical life: western instrumentation, electroacoustic

sound, gamelan derived ways of thinking® , modality, tuning. All of these seemed to

6 I had tried with some lack of success to encourage undergraduate composition students to

adopt karawitan style structures and principles of organisation in an exercise as part my teaching at
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me to be ‘me’, at least in some sense. An arrogant notion perhaps, with all the
potential for contradictions and false claims, but | felt the need to try to untie that

musical knot in a piece, nevertheless.

iest

B

composed b

HOU-TVe-Six-t

y .

Fidelio Tl
Premiere Performance

Medial:

| used pelog again later, in the last movement of my orchestra work Dark Matter.
Though it was largely about sonifying particle physics data from the large hadron
collider, it felt somehow natural. Not something | normally foreground when

discussing that piece, however!

Media 2:

Bangkok Bound
For a number of years | have visited schools and higher education institutions in
Singapore on behalf of the University of Birmingham. This makes sense, as Singa-

pore, with its semi-British school model and English as a shared national language,

Birmingham. They mostly did produce gamelan pastiche, unfortunately.
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makes a natural partner country in many ways.” Singapore is a ‘soft landing’ for

Brits in Southeast Asia as one of my friends there once said. Over the course of these
visits, I've been lucky enough to make many friends amongst musicians there, and
to love the city and the unique way it brings so many musical and cultural currents

together.

On one of these trips, | had the very great joy of being introduced to the Thai
composer and educator Anothai Nitibhon. | had never been to Thailand, nor
known many Thai musicians, and was deeply impressed by her enthusiasm, end-
less energy, and good humour about what she does, things | would come to
recognise as common traits amongst the Thai artists | would come to know. She
suggested | visit Princess Galyani Vadhana Institute of Music (PGVIM) where she
works in Bangkok, which | did the next time | travelled to the region. This was only
a short visit, but the innovative concept of the institution - combining eurological,
Asian, and other music with an open attitude towards technology — struck me as
impressive in its ambition, and a highly convincing idea of what a higher education
institution in music might be in the 21st century. | also had the opportunity to

meet a few of her colleagues, most notably the composer Jean-David Caillouét. ®

The two of them invited me to participate in PGVIM’s ‘project week’ in 2018.
To my mind an absolutely fantastic idea, this involves a week where all normal
teaching stops, and students are required to take part in one of a selection of
intensive one-off projects or workshops. These are delivered by a team of invit-
ed guests. As an approach | thought it wonderful how this both created a great
opportunity to bring in fresh ideas and attitudes, and provided a counterbalance
to some of the limitations of normal HE music education. The flexibility of the
institution to step out of the usual models and provide something innovative and

inspiring is something | continue to deeply envy.

7 Though this is true, I’'m often amused by how confused about Singapore many British peo-
ple seem to be. This seems particularly true of the Brexit-supporting ‘Singapore-on-Thames’ crowd,
who don’t seem to really understand how Singapore works, and probably wouldn’t like it if they did.
8 | appreciate the somewhat parochial nature of referring here to the institution which hosts
this journal and some of its staff. That said, | hope readers will grant me some understanding, given
it’s more or less impossible for me to give an accurate account of my experiences in the region with-

out mentioning them.



INSIDE / 91980 S. Wilson

And flexibility was something | found myself also forced to embrace for project
week! For my contribution | had proposed a weeklong workshop in SuperCollider’,
the computer music language which has formed a major part of my practice and
which | have been involved in developing for more than 20 years. | proposed that
we might explore live coding (loosely a process of generating music using algorithms
or processing that can be rewritten while it is running) as a form of improvisation.
A few weeks before travelling it suddenly occurred to me to worry about spoken
language as welll | knew that there were a variety of foreign lecturers at PGVIM,
and that norms about teaching language were not as fixed as one might expect in
a UK university, but still | realised (surprisingly late!) that | was about to embark on
a fairly technical intensive course with a group of students who — however talent-
ed - might not share a common language with me at the necessary level. When |
asked JD if the students would be sufficiently fluent in English, he said that some

would, and that he hoped that there would be one who could help with translation.

Looking back, | now feel embarrassed at the small sense of panic | felt, but after a
couple of days of consideration, | realised | just had to accept the fact that | could
not control the situation as much as | might want to. The solution was to embrace
flexibility! | chose to believe that something great would happen, perhaps not what

| originally imagined, but great, nonetheless.

And | was right to believe that! The students were keen, creative, and flexible, and
as suspected had varying levels of fluency in various languages. (Given my lack of
anything but the most basic phrases in Thai, and as someone who has benefited
immensely from the luck of having a current world language as my first one, | could
hardly complain though!) There was indeed one student who was very good at
translating, which was of course very useful. But in the end what was most exciting
was the way in which we as a group adapted, evolved, and created the project to-
gether, in ways that were always flexible, and always imbued with an abundance of
good humour and generosity. Some students took well to the ideas of live coding,
others felt more comfortable playing and processing their instruments (they were
seemingly all fine improvisers, and impressively of collaborating respectfully in cre-

ating textures in particular), so | decided to teach them a bit about machine listening
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and interactive systems. In the end we had three sections to present, which in the
week closing showcase event we agreed at the last moment to intersperse with
contributions from groups led by Max Riefer (percussion ensemble) and Ty Constant
(collective composition), to create a larger performance. | thought it was wonderful,
and came away from the experience with a renewed faith in questioning my as-

sumptions and insecurities as an artist and teacher.

Sometime later, when | invited Jean-David and Anothai to create a performance
for our BEAST FEaST festival' based in part on the ASEAN sound archive, | had to
explain something of this spirit to my colleagues. They did not know their work,
and weren’t sure what to expect. “It’ll be great | said.” “Yes, but what will it be?”
“Something great!” In the end it was one of my favourite contributions to all of
our festivals, and | think to some of our audience in some way an intriguing invi-

tation into a bigger musical world.

Locked Down, Unlocked Up

During the pandemic, Anothai put me in touch with the young Thai composer
Piyawat Louilarpprasert. In addition to being an innovative voice in contempo-
rary music, Piyawat and the group of composers and musicians he works with are
possessed of an amazing entrepreneurial spirit. Their ensemble Tacet(i) forms a core
around which a range of activities, including an annual composer’s course and a
festival, revolve. Though operating at a very high professional standard, they again
approach all they do with a pragmatic flexibility and good-natured enthusiasm. Pi-
yawat invited me along with a number of colleagues to collaborate on applications
to programme, which aimed to
maintain networking and musical interactions during the pandemic restrictions. This
involved Youtube presentations and performances of musical works by participants,

alongside online electronic improvisations.

10 This is the regular festival we host with our large scale immersive audio system, Birmingham

ElectroAcoustic Sound Theatre. See https://beast.cal.bham.ac.uk for more information.
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Media 3:

In April 2022 | was asked to develop a performance as part of PGVIM’s Pulse
Festival, alongside flutist Phataporn Preechanon (who | already knew from her
work with Tacet(i)), PGVIM student and bassist Putter Ru, and the renowned

Thai ethnomusicologist and composer Anant Narkong playing traditional
instruments. This was a wonderful opportunity to re-enter the world of live
performance with three fantastic musicians at very different stages of their musi-
cal lives. This process again required flexibility, with a couple of focussed sessions
with the two younger musicians, and Anant contributing (in ways which shifted the

experience of the piece rather wonderfully) on the day of the concert.

| suggested basing the performance on a series of works I’d developed called

which generate electroacoustic textures using
real time live-coded resynthesis of a single sample. For this version | adjusted the
resynthesis so that the partials of the sounds were retuned to match a sort of Thai
scale, in a strange blurring of harmony and timbre. The equal (or mostly equal)
spacing of this scale provided a sort of modal ambiguity — not dissimilar to that
you get with Messiaen’s modes of limited transposition — that created a kind of

suspended atmosphere against which the instrumentalists could freely contribute.

| extended this approach in a large-scale work for Tacet(i) and electronics which was
premiered in December of that year, called . In this, unable to re-
sist undermining the above-mentioned ambiguity, | extended the same seven note
scale to a sort of chromatic one, by adding ‘leading tones’ in between the almost
equally-gapped notes. This allowed the piece to shift easily between novel modes,
semi-tonal and atonal materials, and to suggest a variety of musics in ways which
were not necessarily in keeping with their notions of being ‘in tune’. The players

responded to this for the most part with impressive facility and good-natured
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flexibility. The piano and chimes parts were performed on keyboards and used
synthesised sounds tuned to match the scale, and alongside the electronics these
provided a fairly constant pitch reference. Putting aside the two notes that diverged
most from equal tempered tuning, which required quartertone fingerings or similar
techniques, this allowed the players to mostly adjust quite intuitively, perhaps using

an approach that Pak Harjito might have approved of!

Outside

The title of this piece — roughly ‘outside’ in English — refers to this sense of being
outside of any clear musical space, somehow both between places and nowhere
at the same time. As such the work stands as maybe my most ambitious foray into
the world of collaborative hybridity that my experience in South East Asia opened

for me, and as a useful metaphor for the kind of layered twenty-first century musical

existence many of us now experience in daily life. Beethoven might be Japanese or

Thai — or not, for different people.

But | want to be careful here: If this might seem to vaguely hint at some notion of
a post-racial music, which might seem either wonderfully Utopian in the Braxtonian
sense or naive, at the same time | must abhor the erasure of difference and all the
lost richness that might entail. After all, how fascinating our differences, whether
embedded in broad cultural constructs of identity, or manifesting in the most in-
dividual quirks? How much more could we know of our own blind spots through

learning what/how/why others see?

While it is tempting to make generalisations about cultures, | am aware that that
path is a perilous one. Our ‘universal’ observations probably speak to us mostly
about ourselves, our wrong questions, our assumed biases and prejudices. And
that indeed is what | am most thankful for: The ways in which this work has taught
me about myself and my biases, and thus perhaps weakened the limits | have

knowingly or unknowingly enforced.

In the end, | have no clear or final answers to the questions these experiences
have taught me to ask, nor can | clearly say who | am musically having lived them.
Those readers who have undertaken similar explorations will recognise that this

can be disorienting! | can offer them no grand solutions. But | take real comfort
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in getting on with things, making music. | trust in the importance of collaboration,
that we can together do ‘something great’. Every piece, performance, or project
is something we do together, teaching and learning as we go, asking better ques-

tions. | play with my friends, and I’'m grateful for them.
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Abstract

This article focuses on the applied Khaen ensemble of
Wat Phothongcharoen in Phlapphla Chai Subdistrict, U
Thong District, Suphanburi Province. Its aim is to promote
the band’s significance and address challenges in
preserving its musical legacy. A volunteer group from
Bansomdejchaopraya Rajabhat University’s College of
Music applied their musical skills, incorporating the Social
Engineer process, to address and resolve societal issues.
They aimed to transform this knowledge into sustainable
community development. Survey data indicated that
preserving folk music is not perceived as an engaging
activity for the new generation in the community.
After analyzing the data, activities were designed and
innovated, leading to the establishment of the Ban Kham
Laos Culture Club. This included organising a forum with
community stakeholders at Wat Phothongcharoen. The
forum focused on detailing the club’s activities aimed at
engaging the community in preserving, transmitting, and
promoting their Khaen ensemble, fostering participatory
involvement.

Keywords: Khaen ; Wat Phothongcharoen ;Phlapphla Chai;
U Thong ; Suphanburi
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Abstract

This creative research aims to arrange orchestral music
inspired by Rong Ngeng, a traditional Thai Muslim performing
art along southern Thailand’s Andaman Sea Coast. The
researcher investigated performing techniques, pitch range,
melody, and historical background by interviewing experts.
Subsequently, they selected a Rong Ngeng piece in the Yoket
rhythm, known for its lively beats and accentuated melodic
lines.The outcome is the orchestral composition titled
“Dawn of Kelantan,” which utilises Western musical theory
and orchestration techniques. This approach preserves the
essence of Rong Ngeng, encompassing its melody and the
rhythmic patterns of Yoket, while also exploring the musical
instruments, their ranges, and techniques.

This arrangement spans 3 minutes and 34 seconds. The
evaluation of this creative work can be categorized into
three aspects: 1) Folklore communication, promoting
the concept of Rong Ngeng in a contemporary context,
2) Performance, aligning with the folk tune through
instrumentation while maintaining its authenticity and
3) Orchestration, preserving the original essence of the
folk melody and rhythmic patterns

Keywords: Rong Ngeng / Yoket / Orchestra
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REFLECTION OF NADIS BOONROD’S
EXERCISE AND ETUDEFOR FOUR MALLETS N. Boonrod

Abstract

The focal point of this article is the composition
of exercises and etudes for four mallets by Nadis Boonrod.
These exercises encompass various techniques, including
single independent strokes, single alternating strokes,
double vertical strokes, and double lateral strokes. Each
of these techniques corresponds to a specific composition,
namely Walk, Split, Groovy, and Bubble, respectively. This
study employed two methods, namely survey research
exploitation and interviewing advanced-level university
instructors and renowned percussionists, to examine the
exercises. The examination result found that the exercises
and etudes were designed comprehensively for each
practical topic and could be used effectively in teaching
methods.
Keywords: Exercise and Etudes, Four mallets playing,

Nadis Boonrod
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Abstract

The COVID-19 pandemic significantly impacted the
teaching and learning of chamber music, necessitating
a shift to online formats. This study is a reflection on the
experiences from the School of Music at Princess Galyani
Vadhana Institute of Music, exploring the challenges and
opportunities presented by this transition. Key issues
identified include the lack of clear learning outcomes,
inconsistencies in assessment criteria, and limited prior

experience in chamber music among students.

To address these challenges, a competency and skills
framework was developed, focusing on individual
preparation, interpersonal skills, and collective decision-
making. This framework includes activities such as
historical research, score study, practice techniques,
communication, and collaborative decision-making, aimed

at enhancing students’ technical skills, analytical abilities,
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and interpersonal competencies. A case study involving
Carl Reinecke’s Trio for Piano, Clarinet, and Horn illustrates
the practical application of this framework, fostering deeper

understanding and improved ensemble performance.

Despite the constraints of online teaching, the shift has
spurred creative solutions that enhance the continuity
and quality of music education. By systematically
organizing the necessary attributes and skills for chamber
music, educators can ensure sustainable development of
students’ competencies. These findings offer valuable
insights for adapting chamber music education to both
online and traditional formats, contributing to the future

development of practical music education in Thailand

Keyword: Chamber music, Music Online Course, Chamber

Introduction

In musical performance, chamber music typically refers to a group of musicians
playing together, starting from a duo (duet), trio, quartet, and so on, with one player
per part'. Historically, the emergence of chamber music can be traced back to
recreational activities and performances intended for entertainment and enjoyment,
aiming to bring happiness to the audience. Thus, in musical performance, “fun”
is a crucial element, reflecting the concept of chamber music as “the music of
friends” or friendship music.

In the contemporary educational context, chamber music has emerged as a
potential career path. The focus often lies on the outcome of the performance,

1 “Chamber Music,” Oxford Music Online, Oxford University Press, January 20, 2001,
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which is typically enhanced through music coaching. However, the COVID-19
pandemic has necessitated a shift to online learning, including the teaching and
learning of chamber music. This article, written from the author’s perspective
based on his experience coaching chamber music during the pandemic, examines
the limitations of online formats. It questions the effectiveness of current teaching
and learning processes in chamber music and whether they adequately equip
students with necessary skills. The author suggests revisiting various aspects of
musical performance education and the role of musicians in transitioning to online
teaching. This challenge leads to the development of teaching models adapted to
these new circumstances. The article also prompts consideration of what aspects
should be addressed in typical situations and how to prepare sustainably for both
traditional and future online teaching scenarios.

TEACHING AND LEARNING CHAMBER MUSIC IN THAILAND

Music performance courses are key components of music programs, serving as a
foundation for students’ future professional endeavors. These courses focus on
practicing and honing their craft, making them crucial within the Bachelor of Music
curriculum. Music performance acts as both the starting point for various music-
related subjects and an integration of all areas of music knowledge to enhance
performance and creativity.

Teaching and learning in music performance are based on fundamental educational
theory components by Steiner: teachers, learners, content, and the teaching
context—all of which significantly impact each other.” Additionally, these courses
allow teachers creative freedom to design learning experiences aligned with course
objectives, aiming for the highest level of learning, often characterized as “creating.””

Analyzing teaching methods in music performance courses reveals four main areas:
teaching method, practice, assessment, and performance. Teaching methods
typically involve workshops or coaching. According to Collins Dictionary, a workshop
is “a period of discussion or practical work on a particular subject in which a group
of people share their knowledge or experience.” Coaching, on the other hand,
fosters a consultative and participative approach, creating a partnership between
teachers and students. It emphasizes ongoing feedback, recognition, clarity, and
support, increasing the probability of student success. Both methods focus on
addressing issues during sessions rather than solely on structured outcomes.

This approach is consistent across international and Thai music institutions, although

2 Elizabeth Steiner, Methodology of Theory Building (Sydney: Educology Research Associates, 1988).
3 SIS o, AUTEANY: YiENNSuavansTa Rty Fanipdito; NFUVIMAVINURS: TANTEBMTING 68, 2555).
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variations exist in course proportions, assessment methods, and teaching activities
based on each institution’s curriculum design. Notably, coaching and workshops
share similarities.

The COVID-19 pandemic compelled Thailand to adopt online teaching methods,
prompting a reevaluation of course limitations and the development of new
practices where in-person coaching for music performance was impossible.
Universities adapted their teaching approaches to include online formats for both
lecture-based and performance courses. Even chamber music, with its unique
challenges, had to adjust by utilizing small group lectures and creating educational
media to meet learning objectives. This shift led to new challenges, such as the
lack of clear learning outcomes and skill sets in chamber music education, resulting
in no standard patterns or criteria for assessment and evaluation. Not only can
this lead to confusion and inconsistency among teachers and students regarding
expectations and achievements in chamber music courses, but it also presents a
challenge for teachers to organize their teaching into a more lecture-based format.
Moreover, it may affect the motivation and satisfaction of students who may not
see the relevance and value of chamber music learning for their personal and
professional development.

While the learning outcomes discussed in this article could be achieved earlier
through early childhood music education—fostering rhythm and movement,
ensemble playing, and the ability to be creative and expressive, which Rudolf
Steiner believed would cultivate essential skills such as coordination, creativity, and
social interaction® —this proves challenging within the general education system
at the pre-university level in Thailand.

Additionally, the lack of experience in chamber music (or performing without a
conductor) from secondary school settings poses another challenge. Students may
lack confidence and autonomy, relying too much on the teacher’s guidance rather
than their own judgment and initiative. This reliance can hinder the development
of essential interpersonal skills for chamber music performance, such as listening,
communication, collaboration, and negotiation.

In summary, the challenges in chamber music teaching and learning during COVID-19
are related to the lack of focus on the competencies and skills needed for chamber
music performance, the lack of clear learning outcomes and assessment criteria,

4 Andrea Lyman, “Let There Be Music: The Music Curriculum in the Waldorf School, Grades
1-8 (Reprinted from RENEWAL Magazine),” Waldorf Music Association, accessed July 28, 2024,
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and the lack of prior experience and preparation among students. These issues
may affect the quality and effectiveness of chamber music education as well as
the motivation and satisfaction of students. In this article, we will suggest some
possible solutions based on competencies and observations during a chamber
music course at the School of Music, Princess Galyani Vadhana Institute of Music
during the COVID-19 lockdown.

REFLECTING ON CHAMBER MUSIC TEACHING

Chamber music teaching often involves the teacher acting as a facilitator, suiding
students to apply their musical knowledge to chamber music performance. This
includes concepts from solo performance, proper tone production, articulation,
phrasing, and presenting different musical styles according to historical contexts. The
teacher’s role is crucial in enhancing students’ leadership skills through music concepts.

Due to the challenges mentioned above, the author analyzed what students
should learn and the skills they should acquire based on their chosen repertoires.
This analysis led to the development of a teaching plan that benefits students
through a lecture and discussion-based setting, divided into different topics including
historical background studies, listening assignments, score analysis, interpretation
and application, performance goals, individual and group video and audio recording
submissions, and recording plans.

This reflective article describes the author’s experience adapting chamber music
teaching during the COVID-19 pandemic. The process adhered to general teaching
ethics and data privacy principles (PDPA). While not intended as a formal research
study, the findings may offer valuable insights for chamber music pedagogy.

The following case study is from the author’s experience coaching a group of
students performing Carl Reinecke’s Trio for Piano, Clarinet, and Horn, Op. 274,
during the first semester of the 2021 academic year. The entire process involved
discussions where the author acted as a facilitator, encouraging all students to share
their ideas and suggestions for constructive and practical solutions to problems that
arose. The author also moderated conversations and provided guidance, aiming
to develop a healthy discussion leading to applicable solutions and collective
decision-making.

The historical background study was a group activity that delved into the trio’s
background. This was followed by a listening assignment where students were
individually tasked with picking their favorite recordings and providing their reasons
during class. The students then collectively decided which recording would serve as
the goal for their performance. Score analysis aimed to help students understand
the overall structure of the piece, leading to an understanding of individual roles
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and discussions on how the piece would be interpreted and performed. The next
steps involved setting performance goals and a recording plan, where audio or
video recordings were regularly submitted and discussed during class to enhance
communication and problem-solving skills.

Through this process, the group of students showed a deep understanding of the
Reinecke trio, including its backeround, score analysis, and how these elements
informed their interpretation. Importantly, the students understood their roles
and responsibilities within the group. Although it was challenging to put into
practice, providing them with recording assignments—where different instruments
were recorded in sequence, such as horn first, followed by clarinet and piano—
taught them to both lead and follow. They performed the collectively decided
interpretation.

This approach might sound like how a chamber music course should be structured.
Interestingly, this is not always the case, as today’s chamber music learning, again,
often focuses on addressing issues during sessions rather than solely on structured
outcomes.

SUGGESTIONS BASED ON THE COMPETENCY AND SKILLS FRAMEWORK FOR
CHAMBER MUSIC PERFORMANCE

From the above case studies, the author has analyzed and proposes solutions
to help students achieve the competencies and skills needed for chamber
music performance. These solutions can be divided into three parts: 1) individual
preparation, 2) interpersonal skills, and 3) collective decision-making. These three
components collectively lead to essential skills required during performances,
including execution, awareness, spontaneous reaction, and problem-solving. Each
part will be explained in detail, along with examples of how to implement them
in a chamber music course.
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Figure 1 Chamber music competencies and expected learning outcomes

Individual Preparation

Individual preparation refers to the process of preparing oneself for chamber music

performance by acquiring the necessary knowledge, skills, and attitudes. It involves

historical research and performance practice, listening to samples, score study and
individual role realization, individual practice, and instrumental application. These
activities lead to critical thinking, practical application, and reflection skills.

« Historical research and performance practice: This activity involves
researching the historical context and performance practice of the repertoire,
such as the composer’s biography, style, intention, instrumentation, notation,
tempo, dynamics, articulation, ornamentation, etc. This helps students
understand the meaning and purpose of the music and perform it authentically
and appropriately.

« Listening to samples: This activity involves listening to different recordings
or performances of the repertoire by professional or amateur musicians. This
helps students develop their listening skills and compare and contrast different
interpretations and approaches to the music. Students are encouraged to use

trusted online platforms such as Naxos Music Library or Spotify as the main
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resource. However, other platforms like YouTube or SoundCloud can also
be used.
Score study and individual role realization: This activity involves studying the
score of the repertoire and identifying one’s individual role and contribution to
the ensemble. This helps students develop their analytical skills and understand
their musical function and responsibility within the group.
Individual practice: This activity involves practicing one’s part individually with
a metronome or a backing track. This helps students develop their technical
skills and improve their accuracy, expression, and ensemble playing.
Instrumental application: This activity involves applying one’s knowledge,
skills, and attitudes to one’s instrument to perform one’s part effectively and
efficiently. This helps students develop their practical skills and demonstrate

their musical competence and confidence.

By engaging in these activities, students can enhance their competency and skills

for chamber music performance and prepare themselves for the next part of the

framework, which is interpersonal skills.

Interpersonal Skills

Interpersonal skills refer to the process of interacting with others respectfully and

constructively to achieve a common musical goal. It involves communication,

listening, discussion, and negotiation. These activities lead to brainstorming,

planning, and solution-finding skills.

Communication: This activity involves expressing one’s ideas, opinions,
feelings, and preferences clearly and respectfully to others. This helps students
develop their verbal and non-verbal communication skills and establish rapport
and trust with their peers.

Listening: This activity involves listening attentively and actively to others’

ideas, opinions, feelings, and preferences. This helps students develop their
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listening skills and show empathy and understanding to their peers.

« Discussion: This activity involves exchanging and sharing ideas, opinions,
feelings, and preferences with others in a collaborative and constructive way.
This helps students develop their critical and creative thinking skills and explore
different perspectives and possibilities in chamber music.

«  Negotiation: This activity involves reaching a mutual agreement or compromise
with others on various aspects of chamber music performance, such as
interpretation, expression, dynamics, articulation, tempo, etc. This helps
students develop their negotiation and decision-making skills and balance their

individual and collective interests and needs in chamber music.

By engaging in these activities, students can enhance their competency and skills
for chamber music performance and prepare themselves for the next part of the

framework, which is collective decision-making.

Collective Decision Making

Collective decision-making refers to the process of making and implementing

musical decisions as a group based on individual preparation and interpersonal

skills. It involves performance practice, structural understanding, interpretation,

performance structure, and role realization. These activities lead to rehearsal,

reflection, execution, awareness, spontaneous reaction, and problem-solving skills.

« Performance practice: This activity involves a group decision on applying
historical research and performance practice to the repertoire to perform it
authentically and appropriately.

«  Structural understanding: This activity involves analyzing and understanding
the structure and form of the repertoire to perform it coherently and logically

« Interpretation: This activity involves expressing agreed musical ideas and
feelings through the repertoire to perform it personally and expressively.

»  Performance structure: This activity involves a collective decision on planning
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and organizing the performance of the repertoire in terms of tempo, dynamics,
articulation, phrasing, etc. to perform it consistently and effectively.

¢ Role realization: This activity involves performing each realized individual
role within that supports an overall performance of the ensemble in terms of
balance, blend, intonation, synchronization, etc. to perform it harmoniously

and unified.

By engaging in these activities, students can enhance their competency and skills
for chamber music performance and prepare themselves for the final part of the

framework, which is execution, awareness, spontaneous reaction, and problem-solving.

Execution, Awareness, and Spontaneous Reaction and Problem Solving

Execution, awareness, and spontaneous reaction and problem-solving refer to the

process of performing the repertoire as a group in a live or recorded setting based

on individual preparation, interpersonal skills, and collective decision-making. It
involves rehearsal, reflection, execution, awareness, and spontaneous reaction and
problem-solving. These activities lead to musical performance and evaluation skills.

«  Execution: This activity involves performing the repertoire as a group in a
live or recorded setting with the performance structure and role realization
to demonstrate the musical competence and confidence of the group. This
helps students develop their musical execution and presentation skills and
showcase their musical achievement and expression in chamber music.

«  Awareness: This activity involves being aware of oneself and others during the
performance of the repertoire in terms of musical cues, signals, gestures, etc.
to perform it responsively and adaptively. This helps students develop their
musical awareness and sensitivity skills and adjust their playing according to
the situation and context in chamber music.

« Spontaneous reaction and problem-solving: This activity involves reacting

spontaneously and solving problems creatively during the performance of the
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repertoire in case of unexpected events, such as mistakes, errors, glitches, etc.

to perform it resiliently and flexibly.

By engaging in these activities, students can enhance their competency and skills
for chamber music performance and achieve the final goal of the framework, which

is musical performance and evaluation.

Conclusion

The suspension of in-person teaching and activities at educational institutions
and the shift to online teaching due to the COVID-19 pandemic have significantly
affected music education, especially for chamber music and other practice-based
courses that require space for individual or group practice. The study found that
this shift highlishted several challenges in chamber music education, such as the
lack of clear learning outcomes, over-reliance on teacher guidance, and insufficient
development of essential interpersonal skills. However, despite these challenges,
the constraints have often spurred creative solutions that enable continuity. This
is evident from reflections on online teaching during the lockdown, which led to

discovering effective teaching strategies for maximizing student outcomes.

In response, a competency and skills framework was developed, focusing on
individual preparation, interpersonal skills, and collective decision-making. Individual
preparation includes activities like historical research, score study, and individual
practice, enhancing technical skills and critical thinking. Interpersonal skills involve
communication, listening, and negotiation, fostering collaboration among ensemble
members. Collective decision-making encompasses performance practice and
role realization, integrating individual contributions into a cohesive ensemble
performance. This structured approach ensures students develop the necessary

skills for both individual excellence and effective group dynamics.
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Moreover, these guidelines can be adapted for regular teaching, providing a solid
foundation for beginners in chamber music and serving as a criterion for evaluating
student performance. While early music education, as advocated by Steiner, is
beneficial, this approach offers a structured path for those without such a foundation
and ensures a systematic and effective development of chamber music skills. The
timeframe of each outcome can be varied based on the existing knowledge of
each group. Therefore, the flexibility of timeframe and the teacher’s facilitating
skill are integral to their development and success. Additionally, the synthesized
knowledge can be adapted to create standard learning outcomes for individual or

ensemble performance courses.

A practical application of this framework is illustrated through a case study of Carl
Reinecke’s Trio for Piano, Clarinet, and Horn, Op. 274, conducted during the first
semester of the 2021 academic year. The teaching process involved group discussions,
historical background studies, listening assisnments, score analysis, and performance
planning. This collaborative approach enabled students to gain a deeper understanding
of the trio, enhance their technical and interpretive skills, and develop essential
interpersonal competencies. Despite the constraints of online learning, this method

proved effective in fostering students’ musical gsrowth and ensemble performance.

Future research could further explore the long-term effects of online learmning on
music education, specifically on student performance and skill development in
chamber music. Additionally, exploring methods to increase student autonomy and
confidence in online learning settings, focusing on reducing dependency on teacher
guidance, and studying best practices for developing interpersonal skills such as
communication, collaboration, and negotiation in an online learning context are
suggested. By addressing these areas, future research can provide deeper insights

into improving chamber music education and adapting teaching methods to better

suit the evolving educational landscape.
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Abstract

The development of reproduction technology in the 20th
century and the rise of streaming platforms have had a
devastating impact on both, accessibility and sustainability
in our music cultures and especially in music education.
Furthermore, various side effects accompanied or even
triggered this development. Both terms were the twin
themes of the 10th anniversary in 2023 of the PGVIM
International Symposium. This text is adapted from

a keynote address for that conference.

Keywords: sustainability, accessibility, spotify, sound

pollution, perception of music

The main theme of the 10" birthday of the PGVIM Symposium in 2023 hosted

by the Princess Galyani Vadhana Institute of Music revolved around the concepts

of“Accessibility” and “Sustainability”. Both refer to the main targets of the founder

of this institution, Princess Galyani Vadhana.
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ACCESSIBILITY - SUSTAINABILITY: HISTORICAL CHANGES
AND CURRENT THREATENING SHADOWS BEHIND D. Mack

How can both new and traditional music be made accessible to the widest
audience without compromising authenticity and individuality? How can
traditional and contemporary musics be sustained and further developed, when

the current exposure to music is almost limitless, but limited at the same time?

Reflecting on those questions, | started by looking for connections between this
topic and the global shifts in the meaning of music, the social relevance (possible
changes in perception and communication) and distribution concepts (access to
key technologies etc.), as well as how those changes impacted the music practice
itself. Finally, | came across one central issue: the role of music reproduction
technology and its development, because it is strongly connected with the two
terms on hand - sustainability and accessibility. As an introduction, | want to recall
and describe shortly the unique and always changing role music has taken in our

world, including some aesthetical implications.

Before the 20th century, music was essentially not different to other art forms.
There was music connected to religious practice — probably one of the earliest
forms of all. There was music as a social tool within a given society, including
entertainment, social gathering and private activities as, for example, cradle songs.
It was even a tool for ethnic identification. One may call it: music as communication

and community practice in the widest sense.

During the 19th century, music emerged as an autonomous art form, while its
counterpart, popular music, became a fully industrialized product. Today, the
latter is mostly driven by digital technologies that started to permeate music since
around the 1970s. To keep things simple, it is reasonable to state that all the forms
of music mentioned above still exist. However, this also means that music was

generally produced or practiced in specific situations or under special circumstances.
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The paradigmatic change in the 20th century seems to have begun around the 1920s
with the advent of reproduction technology and became particularly pronounced

over the last 50 years.

Aesthetic consequences? | cannot avoid the impression that today, the quality
of active listening to music seems to be withering away and is almost universally
replaced by passive sound reinforcement. This trend has been evident over the
past few decades with most of my own students. | acknowledge that this statement
may be somewhat blunt or superficial, but it serves as a useful starting point to
understand my real intentions. We can hardly escape the pervasive environmental
pollution of sound, which | hesitate to call music—though many might disagree.
In numerous situations, music has degenerated into mere “sounding wallpaper,”
constantly surrounding us in restaurants, shops, public transport, and more.
A special segment of this is known as “muzak.” And if that weren’t enough, many
people further “alienate” themselves by walking around with small headphones
or in-ear headphones. These function as personal wallpaper, isolating individuals

from their environment, which can even become dangerous ineveryday life."

Some years ago, a survey in German grammar schools came to the result that more
than 65% of the pupils do their homework while constantly listening to music. (Die
ZEIT, 2015/3) In my eyes, this is frightening. No other art form has been misused and
degenerated in such a degree like music. As a result, music forms still considered
as art face greater challenges today compared to other art forms. This common
practice and the pervasive exposure to sound lead to an unconscious conditioning

of the perception process” Nevertheless, this problem is not my primary concern

1 What | mean is that this individual sound reinforcement impedes the perception of acousti-
cal surroundings. One may hardly hear acoustic signs of cars, bicycles etc. It even becomes worse with
electric cars. As | own one since some months, | had already three “almost”- accidents with pedestri-
ans, who did not recognize my car at all, because its sound was hardly perceivable, but also because
of their personal sound reinforcement by earphones.

2 Albert E. Bregman: Auditory Scene Analysis, Cambridge. MIT Press, 1990
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in this paper. However, it is essential to keep it in mind, as it represents one of the

continuously threatening “shadows” in the background. At the beginning, and based

on these pre-assumptions, | would like to mention three aspects in an exemplary way:

1. The Fallacy of Knowledge Through False Accessibility
Before the advent of electronic media and reproduction technology, one had
toinvest a significant amount of energy for in-depth study and practice to learn
new things in music. Music was, so to speak, implanted or stored in the mental
system through “audiation.” It was always possible to recall this music, as
described by Edwin Gordon, Wilfried Gruhn,” and others in their groundbreaking
studies on music learning and understanding in the 1980s and 1990s. Today,
the situation is mostly different. We know where we can find something, but
we less know the “something” itself. We store the place in our mind but less

the content of the object itself. Therefore, | call it a false accessibility.

2. The Problem of Quality Perception — Accessibility
Who still has a quality stereo sound system at home or in his/her academic
teaching places? My current observation tells me that the existence of such
equipment is decreasing. At best, people use headphones. Fortunately, PGVIM
is still well equipped. But even at some music departments in Germany, |
had to use the inbuilt speakers of my laptop during presentations because
they no longer had a decent sound system.” Even among musicians, it is
common practice to use small in-ear headphones with a limited range and
dynamic level daily, even though these devices are hardly suitable, even
for popular music. Finally, | hesitate to mention the potential damage to
the ears. Unfortunately, there is still not much in-depth research on this

issue, at least to my knowledge.”

3

Edwin E.Gordon: Learning Sequences of Music, Chicago 1980 & Wilfried Gruhn: Wahrnehmen

& Verstehen, Untersuchungen zum Verstehensbegriff in der Musik, Wilhelmshaven 1989.

q

Perhaps an interesting anecdote: in Germany, | still use my old SABA loudspeakers from

around 1972. Still today they belong to the best | ever heard.

5
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3.The Crazyness of Premieres in Contemporary Music — Sustainability
Perhaps this point sounds a little off topic but it is not. It is a good example of
our problem. Today, for at least several decades, there has been an increasing
tendency for festivals featuring contemporary music to present more than
70% premieres. However, around 70% of these premieres typically will not be
performed for a second time.® In other words, a type of music that is hardly
accessible to most people will never achieve sustainability as a new music
form but will instead disappear into the vast realm of acoustically stored
works. | do not argue against the classical masterworks and their frequent
performances. However, rather than classical music practice resembling a
constant stroll through a museum, it is strongly hoped that new auditory
experiences are valued as highly as the repetition of our classics. | just want
to remind us that until the end of the 19th century, it was more or less
customary if not compulsory for regular concert programs to include more
new pieces than older ones (special contemporary music festivals did not

exist at that time).

Short Historical Review

Before the 20th century, encountering a new piece of music was only possible
through personal practice or attending a concert/performance. Each performance
possessed its own singularity or uniqueness, even if a notation existed. The few

existing and potentially reproducing music machines like the Pianola, Welte-Mignon

technology, and later Player Pianos did not alter the uniqueness of a live music

. Even my limited knowledge on the “biology-of-the-ear” tells
me that it can hardly be a healthy way of listening to music.
6 According to a survey by “Deutscher Musikrat” at major festivals some 10 years ago. The con-
trolled timespan after the premieres was five years. The results convey with my own small survey over
the last eight years at the Donaueschingen Contemporary Music Festival. | must admit that there are also
other reasons, as for example the often-unusual settings. A piece for flute, Japanese koto, trombone, Ba-

roque violin and live - electronics is much harder to be performed again compared with a string quartet.
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experience around the turn of the 19th/20th century. However, the situation
shifted with the introduction of shellac records, followed shortly thereafter by
vinyl records—signaling the emergence and influence of reproduction technology
and industry. It was the sociologist Walter Benjamin, who recognized quite early
that the appearance of reproduction technology would cause a fundamental
aesthetical change in music perception. | have already used Benjamin’s quote in

my online - keynote from 2020, but | would like to repeat it again in this context:

What becomes stunted in the era of technical reproduction of the artwork,
is its aura. The process is symptomatic; its importance goes far beyond art
itself. One could say generally that the reproduction technology detaches
the reproduced from its tradition. By multiplying the reproduction, that
technology exchanges the unique one with its masses [...]. The question
about what is the real or the original, does not make sense anymore.
But when the measuring standard regarding the real or the original in art-
production fails, the whole social function of art has changed. Before, the

artwork was a kind of ritual, the new realm is mere policy.”

There is nothing more to add, except that the circumstances have become even

more extreme and worse.

After the vinyl record, we saw the introduction of the cassette tape, followed shortly
by digital storage options such as the DAT cassette and the Compact Disc, leading
up to the current prevalence of streaming services. One could argue that such a
development is extremely positive in terms of accessibility. Access to music of
almost any kind becomes much easier and no longer requires high costs. Streaming

platforms could even be praised as a socializing force for music distribution,

7 Walter Benjamin, Das Kunstwerk im Zeitalter seiner technischen Reproduzierbarketit, in: Gesammelte
Schriften -2, Frankfurt 1974, p. 477 and 482. The article was originally written in 1933, when he had emigrated to

Paris. It was published first in 1936 in Zeitschrift fur Sozialforschung (Magazine for Social Research).
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potentially benefiting less popular forms immensely. In theory, it could also

minimize class-oriented approaches to music.

However, we all know that this was not and still is not the case. The separation
in different classes, sub-groups until a seemingly “individual offer” has come into
being. | will get back to that later. At least until the 1950s, shellac- and vinyl-
recordings still had a kind of singularity, at least regarding their production. Early

recording technology allowed for a maximum length or more or less three minutes
and fifteen seconds. Editing was not yet possible. For example, jazz groups often
had to start from the beginning when someone made a mistake or if a solo was

considered weak in substance. It’s no wonder that most jazz solos of that time
were thoroughly prepared. The “so-called” spontaneous character of improvisation
has been a long-established myth. Just listen to early recordings of Count Basie
or Duke Ellington playing the same pieces. Even if a solo is played by a different
musician, there’s often an astonishing similarity to previous recordings by someone
else. | don’t intend to criticize that. | just want to put this myth into perspective.
It was a logical consequence of early recording technology and, ironically, also

proof of live sustainability!

But the situation changed again with the advent of multi-tracking technology and
overdubbing techniques. The album “Sgt. Pepper’s Lonely Hearts Club Band”
by The Beatles from 1967 would not have been possible without these new
technolosical possibilities. The same goes for the early recordings by Frank Zappa,
like “Freak Out!” or “Absolutely Free.” Ultimately, it was Frank Zappa who went
the furthest with a procedure he called “xenochrony.” Using advanced recording
technology, he produced recordings based on live and studio cuts—both tutti and

solo parts—from different performances spanning over 30 years.

All the other recording gadgetry available today cannot be fully explained here,
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but it is clear that in the digital age, the possibilities for manipulation are almost
unlimited. This might sound contrary to the criticism of reproduction technology,
but it is not. Walter Benjamin noted a change in perception (and the loss of a
key feature of musical artwork) brought about by new technology. However, this
technology also suggested new creative possibilities, as demonstrated by Frank
Zappa’s work. It’s important to remember that Zappa’s primary concern was always

the live performance, while a published recording represented another type of artwork.

What then could be the danger of new streaming services like Swedish Daniel
Ek’s Spotify? The main concern is that they can seriously manipulate the listening
experience, even though this may not be immediately apparent. The popular

notion that one can assemble their own playlists is somewhat fictional, as the
available selections are determined by planned algorithms and intentionally do
not encompass the entire scope of music. The streaming services certainly claim
that they continuously extend their offerings. When in 2020 | was asked to put
together a thematically specified list, preferably from Spotify, | had 80% to add
from my personal recording collection. | did not have any problems with that. On
the contrary,  was almost “happy” about it, because it confirmed my expectations!
But it proved that streaming services like Apple, Spotify and others are basically
mass - orientated. And let us not forget: a compact disc or a vinyl-record are
objects that can be touched. It is something tactile, representing a value; not to
speak about the accompanying booklet of a CD that provides useful additional
information. A playlist is by far more abstract. A playlist may be more easily
accessible, but it can be quickly forgotten, encouraging listeners to zip through the
beginnings of songs without truly engaging. In contrast, purchasing a vinyl record,
especially an LP, often prompted a deeper appreciation for the entire medium,
as it subconsciously represented greater value. It means, one has listened in most
cases to the complete compositions and did it perhaps more often because the

valuable item was still at hand - sustainability!
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Nevertheless, if we are honest, we have to admit that in today’s popular music,
the formal dramaturgy (formal structure) of a complete piece is rarely important
- exceptions admitted. Sound and danceability are in the foreground. Seen from
that point of view, the ,ephemerality” of a standard Spotify-playlist is in perfect
concordance with popular listening modes; and after an intro, a verse and a refrain,
one has generally grabbed the most important of a song. Real improvised solo-
passages like for example in old Santana songs® or extended compositions like
the ones created by Yes, ELP or Genesis can hardly be found in today’s popular
genres. Even a piece like Queen’s “Bohemian Rhapsody” would not attract as

many young people as it once did.

However, it should be different with classical concert music. It reminds me of
some of my own pieces, which | eventually decided to share on YouTube after a
long period of hesitation. From time to time, | check my account using analytical
tools to see how people tend to listen to my pieces. Unfortunately, | discovered
that about 80% do not listen to a single piece from the beginning until the end.

Unfortunately, my compositional method means that a 10-minute piece does not
reveal its main substance until after about three minutes. As a result, the listener’s
perception can be not only superficial but also incomplete and somewhat distorted.
How can he/she access my music? How can sustainability grow in a listener if they
do not experience the real thing? It’s akin to going to a Michelin-star restaurant with
an extensive menu, eating only a salad, and then writing an elaborate critique about

the chef.” Or, do I have to surrender and only compose digestible 3-minute-pieces?

Once again, we know where to find music, but we don’t truly it. Our understanding

is limited to what we already know. If we don’t expand our capacity for storing

8 See Santana’s album “Caravanserai” or “Brain Salad Surgery” by Emerson, Lake & Palmer.
9 Youtube tells You about the length of listening to a piece of music. In my case the average
length of listening is 3 — 7 minutes. Mostly it is less, and only a minority listens to the whole piece. So

far two pieces have never been listened to completely, but there are comments!



ACCESSIBILITY - SUSTAINABILITY: HISTORICAL CHANGES
AND CURRENT THREATENING SHADOWS BEHIND D. Mack

knowledge, our brains will struggle to differentiate music. We need to redefine the
availability and accessibility of music, or at least critically examine current musical
perception. Ultimately, this will impact sustainability,as nothing will leave a lasting

imprint on our neural systems.

Here | see an important task on all educational levels, which is the “re-education”
to be able and willing to listen to a piece of music in full length whatever length
it has. We should create a kind of “slow-food” movement for music perception.
If music education at an academic level becomes focused solely on supporting
Olympic prize winners in competitions, | don’t see any sustainability in that
approach. Competitions may be a relevant side effect for a few prodigies, but our
main focus should be on developing tools and fostering awareness to promote
art music in a comprehensive manner. We need to train people to appreciate
and digest music according to the specific needs of each piece. In other words,
a primary duty of an educational institution must be the ongoing cultivation of
acceptance, understanding, and sensitivity toward the incredible diversity of music.
This diversity also calls for different modes of reception and perception, regardless

of how the music is made available.

I would also like to highlight the detrimental reduction of parametric sensitivity
caused by certain types of music and the accompanying electronic devices. It
resembles a kind of vicious circle. Most popular music tends to exist at a fairly
static parametric level, with dynamic and rhythmic variations often absent. Sound
is primarily used for identification, often relying on simple melodic elements that
are easy to sing along with. Everything else is largely just packaging, often utilizing
visual media as well. We all recognise this. But what happens to music that is
more differentiated, featuring complex sound structures, various linear layers, and
refined rhythmic elements? Let me answer that question with a short anecdote

that happened a few years ago with one of my best friends, who himself is a
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professional jazz guitar player. We had not met for a long time, and he asked me
what kind of music | am doing now (we played together during our teens in the
early 1970s). | gave him a CD with one of my beloved pieces of recent years, the
“Kammermusik V7 with an excellent recording by Ensemble MusikFabrik under
Enno Poppe. Weeks later, | asked him whether he has already listened to the
piece? His answer was: “Yes sure! | must admit, it is not my world, but it sounds
interesting. | only did not understand at all that 90-second break in the middle
of the piece.”As you can imagine, there was no 90-second break. It was a very
soft passage of harp and bassoon playing. He just was not sensitized for such an

extreme dynamic range and did not hear anything!

More About Streaming Technology

When in 2020, we all had to find our solutions in overcoming the Corona crisis, a
colleague of mine and myself conducted a seminar at the Ltbeck Music University.
We called it “The Listening Hour”. In response to a specific topic (intentionally limited
to all facets of Jazz, Pop, Rock and musics of the world), students and colleagues
would prepare and present a personal playlist at every meeting. The playlist was sent
around a day before. With only two exceptions, all playlists had been assembled
with the help of Spotify, including a reasonable quote of repeated pieces. But
we accepted that, as every student had to explain why a special song had been
selected and nobody could know what the other would select.The two persons
that did not use Spotify were myself and our jazz saxophone teacher of a similar
age. No wonder that our playlists differed significantly from the others. 80% of our
selections were completely unknown to the students. Later, my colleague and
myself re-checked our playlists with Spotify. What we found out was, that almost
70-80% of our selections were not available there. This tells much about the young
generation but also about Spotify’s self-declared unlimited resources. It leads also
to the question, how much of the culture embraced by younger generations who

draw their information from Spotify and others is pre-determined by those platforms?
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I have already mentioned streaming services, namely Spotify. It would be impossible
to analyze all the implications and also to compare it with other services that are
currently available. Most people would perhaps argue that a service like Spotify
is an enrichment as it provides better accessibility to any kind of music for all
people. But is it really a win/win situation? Let us start again by turning back the

clock to even earlier times.

The advent of the internet turned the concept of globally accessible knowledge
into a reality. One would hardly deny that it has become the primary source for
any kind of knowledge gathering. No wonder that some people also had the idea
of becoming a global distributor for music. Historically it started with unauthorized

services like Napster in the early 2000s. Later it turned into something new:

A subsequent cultural shift from ownership of recorded music to authorized
access of vast music catalogues. Since 2012, this conceptual shift from
ownership to access has been accompanied by Spotify’s attempt to
engineer a shift from access to context, in the sense of using music as such
a context for developing a business model based on advertising revenue

and subscriptions.”’

The latter might not seem unusual. The old record industry advertised and sold
records and CDs as well. However, the model here has much less production
costs. It even does not require the replication of a physical product anymore. A
single data file can now be downloaded endlessly. To be honest, the revenues
from such downloads are negligible for most artists. It starts to be relevant, when
one gets into the hundred thousands, and this works exclusively for a very limited

number of popular music artists.

10 Eriksson, Maria et al., Spotify Teardown, Cambridge 219, page 153, MIT Press.
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In practice, this has often amounted to a model, similar to ad-financed
newspapers or television, wherein free prosramming allows the sale of
audiences to advertisers.

For YouTube, Facebook, Spotify and many other services, this is what the
shift from access to context has implied. Hence, understood as a market
model, “free” was premised on the assumption that the exchange of value
of cultural production itself could be neglected. Videos, books, music and
personal data could be given away without charge, in order to enable
platform-owners to capitalize on the markets they had created [...] In
this view, Spotify has enabled advertisers to benefit from the presence of
consumers, while consumers now benefit in their discovery of products and
services from many advertisers. But what are the benefits for musicians
— or cultural producers more generally — whose content is the incentive

attracting both sides? ™

For me, all that is a serious misunderstanding. If cultural ownership is regarded as
a value by itself, then it should not be connected with other interests. | admit that
this is perhaps a utopian demand, as commercially produced music is generally
made to maximize incomes. And if it is supported by other advertisers with the
same orientation, why not collaborate? Let us get back to our primary question:
Do such processes support the accessibility to music? | strongly doubt it, as the

secondary side effects are more dominant as one is aware.

Another issue is the sub-conscious guidance of Spotify users, although it is known
that every 24 hours around 20.000 new songs are added'” . Already in 1971, Herbert

A. Simon stated:

11 dto. Page 155
12 T. Ingham: A Million New Tracks are Uploaded to Streaming Service Napster Every
Six Weeks, in: “Music Business Worldwide”, June 2018, page 10.
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What information consumes is rather obvious: it consumes the attention of
the recipients. Hence, a wealth of information creates a poverty of attention,
and a need to allocate the attention efficiently among the overabundance
of information sources that might consume it. The audience is constantly
unable to make well-informed decisions regarding the consumption of

copyright products.”

[t means that the pre-selection services, for example at Spotify, are essential, but
at the same time include the danger of guiding users into a certain, economically
relevant direction. And with a certain sarcasm one may state that Spotify seemingly
supports even sustainability - however, in which direction? Let me give you two

examples, provided by the research team already quoted above.

The first example refers to an extended Spotify radio experiment with 160 bots as
listeners, divided in two groups. The first group demanded “Dancing Queen” by
ABBA as reference, while the second group chose a less popular radio channel,
asking for a less popular piece of similar character, called “Queen of Darkness”,

played by Swedish progressive rock band “Rag i Ryggen”:

If a radio loop started with “Dancing Queen”, it was played again by Spotify
Radio algorithms after about 50 tracks. Bots listening to a radio station
based on “Queen of Darkness” displayed a similar tendency, but with the
difference that the song was not repeated as often as “Dancing Queen”

and at longer intervals (regularly after some 70 tracks or so).™

In other words, the repetitive structure was common to both radio stations® , though

Spotify radio had a significant shorter interval which is ultimately commercially more

13 Herbert A. Simon: Designing Organizations for an Information-rich World, Baltimore 1971, page 40.
14 dto., page 101
15 It is clear that this happens as well with other radio stations.

103



104

ACCESSIBILITY - SUSTAINABILITY: HISTORICAL CHANGES
AND CURRENT THREATENING SHADOWS BEHIND D. Mack

relevant, especially for the “big three” in music, which is the record companies
Universal, Warner and Sony. No question that the existence of Spotify was only
possible with the collaboration and approval by these three global players. And
to avoid misunderstandings: Similar mechanisms can also be found in normal
radio programs, at least in Germany. Interestingly, Spotify always argues with its
unlimited sources of music, but in fact creates playlists with a very limited variety.
Furthermore, the research team could not detect any changing reaction (suggested
and modified playlists) depending on different bot characteristics and feedbacks

(thumbs up, down etc.) Ericsson et al. write:

The claim that “the more you personalize, the better the music gets” should
be perceived as a mendacious company claim used to attract listeners

and stir commercial interest.”

This topic could be scrutinized further and perhaps almost endlessly. For this
context, it is important to understand that neither accessibility nor sustainability
are supported or extended by such streaming services. In opposite, conditioning
processes through commercially orientated channeling and constricted selections
limit the potential access to the diversity of music. By that, the ability of a diverse
and differentiated perception process is unconsciously reduced and step by step
impedes the digesting — as well as the acceptance — of unknown music, whether

it is from other cultures or very old, or contemporary.

Consequences for Institutions of Music Education

A future music education must inevitably pay tribute to that dangerous perception
situation caused by the massive intrusion of electronic media, namely streaming
services in our life. If we do not want our students, and then again, the pupils in

in the classroom, to become acoustic perception robots, then we have to share

16 dto., page 102f.
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alternatives with them. | do not have the ideal recipe here, but | strongly believe
that musical experience via a diverse musical practice is a key activity in this regard.
How to find a balance between a confrontation with a broad palette of music
experience and the quality pressure to achieve highest esteem in musical practice,
finding this balance will increasingly become a major task. And we should not allow
electronic mass media to take over. While we should not ignore the technology
neither, we, as educators, should feel responsible to educate people about the

dangers and challenges caused by those new platforms.
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LUbeck. In 1978 he started to study Balinese gamelan music, and since then he has
spent altogether more than 10 years in Indonesia, including a long-time lectureship
at UPI Bandung from 1992 - 95 and further ethnomusicological research for music
education in Indonesia. He was head of the DAAD music selection committee from
2007 - 2019 and also head of the music advisory board at the Goethe Institut
from 2009 - 2016. He is vice-president of the university for international affairs.
As a composer, he writes mainly for ensembles and orchestras with a focus on

percussion instruments. As an author, he publishes on intercultural issues.
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Author Guidelines

Language
Pulse publishes papers in English and Thai.

Length

Articles should be between 3,500 and 4,000 words excluding endnotes and bibliography,
or 15 to 20 pages.

Supporting Media

We stronlgy encourage authors to toke advantage of Pulse’s online format by
incorporating audio recordings, videos, and images in their papers.

When submitting your manuscript, you should upload pictures directly to the journal’s
server. Each picture must be uploaded separately and clearly labelled. For larger format
files (audio & video), we recommend providing links to streamable locations such as
Soundcloud, Vimeo or YouTube. (those links will be embedded within the text for the
online version of the journal)

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.



Captions
Captions for all tables, pictures, video and audio links must be provided.

For example: “Audio recording 1. A seven-note scale used in Thai classical music played
by the author on the saw duang.”

Abstract

Papers must include an abstract of 150-300 words.

Language Use

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

In English papers, please write the names of specific 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 (¥9423) 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.

Citation Style: Chicago Manual of Style 17™ Edition.

Please footnotes. See the Chicago Manual of Style website for more information.

The submission has not been previously published, nor is it before another journal
for consideration.
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Review Guidelines

The quality and assessment of Pulse: Journal for Music and Interdisciplinary is
determined through a double-blind peer review, ensuring that the anonymity of both
the author(s) and reviewers is maintained during the evaluation process.

1. The process of reviewing the submitted article is divided into three parts as aspects:

® Quality and Format: The editorial board will initially consider the article’s quality
and format of the article.

e Contents: The peer reviewers will assess the correctness of the language used and
the content presentation of the content, including the references and bibliography.
They will evaluate whether the content benefits the academic community.

e Ethics: The peer reviewers will assess the article’s qualification by examining
whether it is plagiartism-free and adheres to research ethics that respect human,
animal, environmental right, the ecosystem, and copyrights.

2. The peer reviewer is encouraged to freely express specific suggestions to improve
any part of the article and specify and recommend these improvements clearly.

3. If the peer reviewers would like to provide feedback to the author(s) beyond what
is indicated in the assessment form, please write this feedback in the “additional
comments” section attached to this form.

4. Once the assessment has been finalised, kindly return the documents to the
editorial team through your Thaijo account.

5. The editorial team will gather and consolidate the feedback and suggestions
provided by the peer reviewers and then communicate the collective information
to the author(s).

6. If the peer reviewers encounter any issues or have questions about evaluating the
article, please contact the editorial team at 0 2447 8597 ext. 3401 or pulse@
pgvim.ac.th.



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.

Citation Style: Chicago Manual of Style 17™ Edition.

Please footnotes. See the Chicago Manual of Style website for more information.

The submission has not been previously published, nor is it before another journal for
consideration (or an explanation has been provided in Comments )
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Call for Papers

Pulse welcomes your manuscripts.

We are always open for submissions and publish
two times per year:

Issue 1: February - July,

Issue 2: August - January

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 www.pulse.pgvim.ac.th
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