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CHAPTER |
INTRODUCTION

1.1 Significance of the Study

Music is important for all cultures beeause it has various functions in fulfilling
society’s needs such as being a part of rituals, eeremonies, celebrations, entertainment
and even didactic functien:"However, ta study Southeast Asia from the angle of music
still has little been done’ Foeusing especially on the case of Thai music, to study the
reproduction of traditional Thaimusic Wi,ll}fill in the gap in Southeast Asian studies.

As time passed, while the popula;rjfy of traditional Thai music is replaced by
popular music in western.style, there are derfain groups of people who are still fond of
this kind of music and try to keep‘traditibnal,- music to survive. As most masters of
traditional Thai music in"the past.already d-ied, a way of which traditional music can
be survived is to reproduce the old mast;gfbiéces. This process is called cultural
reproduction which is obviously seen nowadays from various kinds of media in the
music market. Apart from the reproduction of the music-through cassettes, CDs, film

also helps promoting traditional Thai music such as the movie “Homrong” (amouasizes
Tnulss).

This thesis'selects toifocusion music reproduction;of the master Luang Pradit

Pairoah (Sorn Silapabanleng) (wa»ulszanglwsiz(ss Aailussias)) as a case study. He is one

of the~traditional <Thai music masters| and «Composersiwho, eomposed more than
hundreds, of traditional Thai compositions and created neéw variations of traditional
Thai music in his lifetime during the reign of King Rama V to King Rama VIII. The
continuity of musical production and reproduction of this school is evident. Previous
research, “The Transformation of Entertainment Culture in Bangkok Society

from 1948-1957” (msnldsunasvesimusssuanuiudaludaaungannan.a.2491-2500) written by
Patarawadee Puchadapirom (sns2a gagiasud), shows that in a transition period of Thai

entertainment culture during 1948-1957, among four survived traditional music



schools:  Phraya Prasanduriyasup’s school  (&nwinwszenlszaugiednd), Phraya
Sanohduriyang’s school (dwinwszenauizqiensn), Duriyapraneet’s school (dningsmlszdia)
and Luang Pradit Pairoah’s school (dninwasiszdwginsiz), Luang Pradit Pairoah’s

school, one that has long been accepted and the style of this school is more popular
than the others. As Patarawadee clearly stated in her thesis as follows;

“In outstanding personal ability he‘was.the only great teacher still alive until
the end of the 2490 decade. The Luang Pradst Pairoah’s school therefore became the
centre of study for the young generation. The traditional study that held fast to the
knowledge from this school-alone therefore was influenced because different artists
had to carry the flame by.adding skills‘and ability at the high level of Luang Pradit
Pairoah. Musicians aimed tosstlidy in the Luang Pradit Pairoah’s school both in
Bangkok and upcountey. la this decade, many musicians from the provinces came to
study at the Luang Pradit Raitoah’s school, spreading the playing of the school to
musical groups widely in the provinces.” (ﬁatafawadee Puchadapirom, 2004: 235)

Even after his death, his biography',?anq his compositions still attracted great
interest among musicians, scholars and e\'(enﬁ':film producers. In 2004, the movie
Homrong was produced using Luang Prad:it"Pairoah’s biography as a fundamental
theme. Furthermore, sifice its foundation on 30 July 1981, the Luang Pradit Pairoah
Foundation has not only functioned as a school of music but also continues to
preserve, develop and transmit traditional music through many kinds of activities.

Since Luang Pradit Pairoah’s ‘schoal s the one that“has long been accepted
among Thai musicians with clear evidence of preserving and transmitting traditional
music, we can see the continuity of musictepreduction-in-both, Luang Pradit Pairoah’s
biography and compositions through“many" kinds' of activities ‘conducted by Luang
Pradit Pairoah Foundation. For example, various forms of reproduction comprise
compositions, film, radio programmes, published media, music teaching, music
competition, and a website. These activities reveal the attempts to transmit traditional
Thai music by the Luang Pradit Pairoah Foundation in new ways. In fact, it is hard for
traditional music to exist in its traditional form in the midst of western and modern

music, so it is interesting to study the process of these reproductions.



Hence, this thesis intends to study the cultural reproduction of traditional Thai
music by investigating the various music activities and process of the Luang Pradit
Pairoah Foundation as a case study. It will analyze the process which Luang Pradit
Pairoah Foundation uses to preserve, develop and transmit Thai classical music. The
questions are how Luang Pradit Pairoah’s biography and his works are reproduced
both in form and text and what are the significant factors that support the
effectiveness of the Luang Pradit Pairoah Fetndation in promoting traditional Thai
music? The role of the mass media and othei-factors related to the reproduction

process will also be analyzed:

1.2 Analytical Framewerk

In the middle of the 20 century, scholars from the Birmingham School in
England first started to give a definition of culture in terms of cultural process and
cultural practice rather than cultural-produet, under the influence of the concepts of
production and reproduction in-Marxism. They adapted Marxist ideas to explain
culture as something that must be produced and.reproduced in order to survive in a
new environment. (Kanjana Kaewthep, 2006)

Moreover, one characteristic of culture Is adaptive:Since culture is created in
different social periods and contexts so when time changes, culture has to adapt as
well. If that culture is”adaptive, it can ‘survive and be transmitted to the next
generation.

Under Marxist influence, thescultural studies approach considers that culture is
not a static or clased system. Culture 1S considered asjan open-ended system with high
dynamism, decay, adaptation and creation. That is why scholars focus on the “cultural
process” or “cultural production” rather than the cultural product. In this approach, the
study of culture, is interested in many factors, such as what, when, where, why and

how, that brings about one’s culture to emerge, change, hybrid, and even assimilate.



Cultural Reproduction

According to the concept of production and reproduction as stated above,
one’s culture must be produced and reproduced in order to survive in new
environments. The importance of reproduction is also mentioned by other scholars
like Raymond Williams, an expert in the field of cultural studies from the
Birmingham school who applied Marxist concepts to cultural reproduction.

“In the 19" century, reproduction /meant ‘copy or making a copy’ such as
reproduction of paintings orwhatever of which ihe:same pattern is preserved...For the
process of reproduction, speetal technigues or new methods of production, sometimes,
are used. For cultural reproduetionjfrom concrete form of culture; objects, tools,
equipments, to abstract.form.of culture; t'houghts, attitudes, value]all these kinds of
culture need elements sor fagtors of pfr"'oduction which comprise of materials,
equipments, teamwork systems; methods, and steps of production, producer, place,
time, aim of production and output of production. Besides, environmental factor at
that time is another key factor that determin_gg feproduction process as well.”

Zha (Siriporn Faisiri, 2001: 14)

Cultural Hybridization

To understane‘cultural reproduction in one’s culture, it is necessary to find out
the related contexts of production and consumption @s well, because people first
produce and consume culture then cultural reproduction happens later. There are three
main methods that.peopleusé for cultural consumption. The first is to receive a
culture without any adaptation. Thessecond is to take some part of a new culture and
preserve some partyof,one’s own culture. The last 1S’ to make ashybrid of them and
create a mew style which is called cultural hybridization. (Kanjana Kaewthep, 2006:
21-22)

1 Substitution = B replaces A

2 Addition = A+B

3 Hybridization = A+B =C



There are different reproduction processes as there are cultural production
processes. For example, the original culture can be preserved in all aspects; form, text,
and meaning. The reproduction process for cultural hybridization can be divided into
two kinds. The first is adaptation of the original form but text and meaning are still
preserved. The other is that the original form is preserved while text and meaning are
changed. (Siriporn Faisiri, 2001: 11)

Cultural Reproduction in Traditional Thai Music

When people create-new things in their culiure, creativity is important for the
processes of both culturalproduction and reproduction. Creativity in summary means
an attempt to create an eld thing into a new thing with special techniques by methods
such as reinterpretation, representation, iri-éw form of production, or new narration
which are different from the original patiern::

This definition” means that new products can be considered as creative
reproduction when they ‘reveal new ideas_;-:frbm old things. However, if producers
reproduce the old culture by folewing th’er‘ol_.d generation’s concept, they will be
criticized for “copying” or “non-creativity”; while new generations usually need the
reproduction of original masterpieces to be reinterpreied and recreated. (Siriporn
Faisiri, 2001: 1)

Generally speaking, reproduction always faces.social criticism because it is
certain that most reproduced cultures are products that once received great success
before. The obstacle;for any-creative outputis familiarity. New: producers usually face
expectations from old generations ag they always.want to see culture in the form they
are accustomed to consuming.

The traditional manner of production and reproduction of traditional Thai
music is to produce the music in the same way as old masters have transmitted since
ancient times.

Hence, it is not easy to be successful in cultural reproduction of traditional
Thai music. To reproduce traditional music in a different form was initially not

accepted. There is evidence about Luang Pradit Pairoah’s variation.



“At the beginning, when Luang Pradit Pairoah adapted the methods of playing

the Ranad (xylophone) called ‘Sabad’ (aw1ia: triple notes) and ‘Rua ka yee’ (:::

equivalent to combined melodic movement in demi-semi quavers which are 32nd
notes) which makes new sounds, people criticized this way of playing Ranad like a
dog shaking of hot water.” (Anant Narkkong and Asdavuth Sagarik, 2004: 93)

However, this is proof that Luang: Pradit Pairoah himself was creative and
adaptive. Nowadays, this new style or vamaton is so widely popular that it has
become a model of playing the'Ranad among hai musicians.

Apart from newsmethods- of playing the Ranad, the process of cultural
production and reproduetion.are.also revealed in Luang Pradit Pairoah’s compositions
too. Cultural production can'be seen froml_.the songs which he composed such as the

song “San Kham Neung” (#naiausiiy) In.cultural reproduction, as he is an adaptive

composer so his new variations of compos“itibn are good examples as well.

Moreover, Luang Pradit Pairoah developed not only his own creativity, but
also supported his students to be creative;-‘flﬂ Luang Pradit Pairoah’s biography, the
importance of creation and adaptation is C'Ieﬁ}"' from an interview with his student,

Prof. Dr. Uthis Nagasawat. (sasgimmaiaa).

“He always has a modern Vision. He has never thought in an old-fashioned
way that his students must strictly follow his way of playing music only. On the other
hand, he believed that it was great if his students could create new more fantastic

variations. Asa,result, traditional music would prosper more‘and more..He stated that

there were many kinds of students. Some of them could not create new variations. For
this type,of student, it was betterto teach them theoriginal 'style:andilét them practice
until they could survive by themselves...But for genius or talented students who have
their own creativity, you should let them create new things. If we forced them to play
only in the original way, it was as if we were obstructing them from using their own
intelligence. Under those circumstances, how could Traditional Thai music prosper?”
(Anant Narkkong and Asdavuth Sagarik, 2004: 189)



From Luang Pradit Pairoah’s attitude, it has influenced the style of musical
reproduction among musicians from his school since Luang Pradit Pairoah’ lifetime
until the present. As the master is open-minded for his students to create new things,
musicians from this school feel free to do so. This characteristic has also been passing
on to his descendants and musicians in the next generation. It brought up the
characteristic of free-mind to play.and reproduce traditional music along with the
change of society. As it was mentioned in the.previous research that;

Luang Pradit Paireah’s attitude hasnfluenced the style of musical
reproduction among musicians from his school sinee his days until the present. As the
master was open-mindga forhis students to create new things, musicians from this
school feel free to de*so. This characteristic of open-mindedness to play and
reproduce traditional music in ling with chénges In society has also been passed on to
his descendants and musiCians in:'the next generation. As it was mentioned in the

research that;

“Silapabanleng is organized as musical foundation whose main
activities are to preserve and popularize Thai music by offering

courses to the-public.”(Wimala Siripong, 1992: abstract(3))

This thesis will'then apply the concept of cultural reproduction and cultural
hybridization in the analysis.of music repréduction conducted by the FPS. The form
of music repraductian'which the Luang Pradit Pairoah Foundation mostly uses is to
adapt traditional music and reproduce it in a.new form. Coneepts of cultural
reproduction and eultural hybridization concern the transformation of culture as a
result of the social context of production, reproduction, consumption and other related
factors.

The concept of cultural reproduction and cultural hybridization will be suitable
for this study because traditional Thai music at present will not be preserved,
developed and transmitted if reproducing only in the traditional way of memorizing
but also by rearranging, reproducing with modern technology and exposing the

reproduction to the public through the mass media.



1.3 Objectives of the Study

1.3.1 To study the process of Thai classical music reproduction in
contemporary Thai society by using the Foundation of Luang Pradit Pairoah (Sorn
Silapabanleng) as a case study.

1.3.2 To study the various activities and various of the mass media used by the
Foundation of Luang Pradit Pairoah (Sorn.Silpabanleng) in the reproduction process

of Thai classical music.
1.4 The Hypothesis of the Thesis

Cultural hybridization i necessary in the process of traditional Thai music
reproduction. Alternative Kinds of music activities and various forms of mass media
are important means for Thai classical music to persist in the contemporary Thai

social context.
1.5 Scope of Study

Because of the variety and large amount of information related to both the
Luang Pradit Pairoah-Foundation and the reproduction-of traditional Thai music in
broader terms, a clear boundary of the scope-of this study is necessary. In order to get
a clear picture of cultural reproduction inctraditional Thai music conducted by the
Luang Pradit Pairoah Foundation, the scope of study will be set as.follows.

1.5.0 In terms'of the text, the study will focus especiallyon the reproduction
of Luang Pradit Pairoah’s biography and his compositions.

1.5.2 In terms of time, the study will focus on the period since the Luang
Pradit Pairoah Foundation was established in 1981 until the year 2007.

1.5.3 In terms of activities, the thesis will focus mainly on activities initiated
by the Luang Pradit Pairoah Foundation.

1.5.4 In terms of media, the thesis will focus mainly on activities initiated by

the Luang Pradit Pairoah Foundation. Other activities initiated by outsiders but with



collaboration from the Luang Pradit Pairoah Foundation, such as the film Homrong

(nmsunsiseaTnuise) will be included.

1.5.5 In terms of audio media, the thesis will focus mainly on audio materials
produced by HAND ACME SUPPLY Co.,Ltd.(v58n nsudueniidnnats $1ia), because the

Luang Pradit Pairoah Foundation is in partnership with the company.
1.5.6 In terms of websites, the ‘thesis will focus only on the website

www.thaikids.com under the responsibility of ihe Luang Pradit Pairoah Foundation.

1.5.7 In terms of T\ programmes, the.thesis will focus mainly on the

programme “Banchorn Dontei* (stvmsinasauas) the production of which was entirely

conducted by the Luang Pradit.Pairoan Foundation.
1.5.8 In terms” of sradio programmes, the thesis will focus mainly on the

programme “Phleng DI St Phandin® (Smamadrsuduan) which is run by the Luang

Pradit Pairoah Foundation.
1.6 Expectation from the Study

1.6.1 To understand the process (.)f- Z:Ultural reproduction in the case of
traditional Thai music.

1.6.2 To open new dimensions for studying Southeast Asia through Southeast
Asian music.

1.6.3 To contribute to the studies of traditional Thai music particularly from

the perspective of music reproduction in contemporary Thai society.
1.7 Methodology

The methodology used in data collection relies on various sources.
Information used in the analysis is based on the historical, cultural and social context
of Luang Pradit Pairoah’s life, his compositions, traditional Thai music and outputs of
music reproduction after his death as far as they can be discovered. Data was
collected in three different forms: literary sources, sound recording materials and

interviews.
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1.7.1 Literary resource
Literary sources include pre-existing research materials, books and
other publications such as posters, handbills, documents and online documents. Since
this thesis intends to study Thai culture, the main sources of information are published
in the Thai language. There are some English-language theses and books related to

Thai music available in Thailand.

1.7.2 Sound Recording Materials
As the thesisdsabout music, sound recording materials are necessary
for the study. Tapes, CBs, (€D or DVD are used, especially materials with content
relevant to Luang PradiePaiteah’s life and works.

Luang Pradit Pairoah’s compositi"bns include hundreds of songs in many
alternatives. It is necessary toSet up sampling criteria to select some for study.

First, this thesis'uses only Luang Pradit Pairoah’s compositions reproduced by
the Luang Pradit Pairoah Foundation. In_;-;thviS case, music productions of HAND
ACME SUPPLY Co., Ltd. are main source since the Luang Pradit Pairoah Foundation
is in partnership with the company. :

Second, the samples should be the songs which were formally recorded in
notebooks and audio-materials like tapes, CDs, VCD or DVD to enable analysis from
concrete evidence.

Third, as the charaeteristic of Luang Pradit Pairoah’s school is adaptive,

selected songs should be cultural hybridization.

1.7.3 Interviewing
Interviews with those involved in traditional Thai music have also been
used. However, there is a risk of bias if the key informants are limited to Luang
Pradit Pairoah’s descendants. Hence, it is necessary to separate key informants into
two groups: the first group includes Luang Pradit Pairoah’s descendants and relatives;
the second group includes non-relatives like musicians and volunteers involved in

music reproduction.
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Both formal and informal interview were conducted depending on the
situations. Formal interviews were certainly planned in the process of collecting data
while informal interviews were conducted when researcher met key informants as
both participant and non-participant observer in different activities of the Luang
Pradit Pairoah Foundation.

Specifically, formal interviews were conducted by using the interview guide in
which issues to be covered were specified in advance. The sequence of questions was
decided upon during the course of the intervieW. Fhis interviewing method means that
the collection of data would-be more or less systematic while the interviews would
remain conversational «and .situational. Inevitably, and as expected, questions
frequently led to other guestions and informant responses. Each of interviews will be
recorded, translated into/English and tran‘séribed. The interview transcripts were then

analyzed.

1.8 Literature Review
Since there has been no previous research.about Luang Pradit Pairoah using a
cultural studies approach, the following literary sources and previous research was

used.
1.8.1 Musician’s biegraphies

This information is feund in documents containing.musicians’
biographies;such asifuneral books containing information-covering al aspects of their
lives such as educational background, musical training, career and records of their
performances and their compositions. An example is the book by Anant Narkkong
and Asdavuth Sakarik called “Luang Pradit Pairoah (Sorn Silapabanleng): Maha

Duriya Kawi Lum Chaophraya Hang Usakhaney” (nassssauglwisz (ds Aadussias): s
prenaguidmszenwisgmae.  Luang Pradit Pairoah (Sorn Silpabanleng): great Thai

composer from the Chao Phraya river basin of Southeast Asia) published in 2001.

This book provides comprehensive information about many aspects of Luang Pradit
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Pairoah’s life including his childhood, his musical training, his family, his way of

teaching, and a list of his compositions.
1.8.2 Academic Research

Many useful theses have been used in this study. Two are written by
Patarawadee Puchadapirom: “Status of Piphat Player in Thai Society from 1868-

1925”  (amwnmmvosindwmdludeawlig nn2411-2465);-and “The Transformation of

Entertainment Culturesin'Bangkok Society from 1948-1957”. These two research
studies provide information about the historical context of traditional Thai music. The
former covers the period of the reigns |,o1f. King Rama V and King RamaVI which
coincided with early part of Luang Pradif Pairoah’s life. The latter focuses on the
period of Luang Pradit Pairoah’s retiremerrfat."

A third thesis written by Wimald".__Sirjpong, “Transmission of Traditional
Thai Music Culture in'the Current Thai Society: Case Study of Silapabanleng

Family and Pathayakosol Family” (nisdimeadiaussiuauns ineludsauilagiu dnmnsdaganme
Tnrauazanadaussias) (1992), provides information -about _musical teaching in both

Phatayakosol’s family:and the L-uang Pradit Pairoah Foundation. It also reveals the
methods of cultural reproduction that the Luang Pradit Pairoah Foundation used in
traditional Thai music through their musical teaching.

A fourth “thesis “written 'by!/Siriporn Faisini, > *The creativity in the

reproduction of Thai Films Mae Nak Prakhanong” (msauassalumsaaadinmeudingnn
dunu “idiings Tvwa)y(2001), though!about & film; uses|a-methodnlogy that is a good

model for research about reproduction and provides different concepts about
reproduction in various schools and other useful perspectives of contemporary ways
of entertainment reproduction.

A fifth thesis by David Morton “The Traditional Music of Thailand” (1976)

provides useful information in terms of both vocabulary and musical theories.
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1.8.3 Books

Other relevant books concern cultural studies such as “Sat Hang Sue

Lae Watthanatham Sueksa” (meanfursdonazimusssudnn:  Knowledge of Mass
Communication and Cultural Studies) (2006) and “Sue Song Watthanatham” (dedes
Jausssu: Monitoring Culture by Mass Media) (1996) by Kanjana Kaewthep.

Other books related to Luang Pradie*Pairoah comprise “Memorandum of
Phakavali Troup’s Traveling to International Countries in Europe and America

in 1962” (tufinarumseirlumaietiyiadlne “anna” lasunsudaeannlan u widylsd way onsm
1 w#.2505) (2002) by | adda (Saratayon) Silapabanleng and Prasidh Silapabanleng,
and “Luang Pradit Pairoah (Sorn’Silapaébanleng): Prat Hang Dontri Thai” (waas
Uszdvglwse (a5 Aatlussiaa) savalubiaabag lng: Li’;ang Pradit Pairoah (Sorn Silpabanleng): the

Great Scholar of Traditional Thai Music) (i992) by Malinee Sagarik.

Sources with more details.about trédit.ional Thai music include “Thai Musical
Instruments” (1971) by Dhanit Yupho, J_NhJiCh provides basic knowledge about
traditional Thai instruments. “This book was’tréhslated from Thai to English by David

Morton. Other soutces comprise “Rob Ru Rueang Deonitri Thai” (seusiSesaunsing:
Knowledge of Traditional Thai Music) (2003) and “Clinic Dontri Thai” (aaiinauas Ine:

Clinic of Traditional Thai Music) (2001) by Phaisan Inthawong, “Sornthong:
Prachum Phan Ngan Phleng Khong/Luang Pradit Pairoah” (rmes: dszquuacniinas

remansdszinglvsel  Sornthong:  Collection of Luang Pradit  Pairoah  (Sorn
Silapahanleng)’s compasitions), “Rong Ram Thamphleng” ($awhimas: Sing Dance

and Playing Music) (1999) by Sujit Wongthes...etc.



CHAPTER Il

BACKGROUND OF LUANG PRADIT PAIROAH’S LIFE, WORK
AND MUSIC REPRODUCTION

This chapter is divided into two pp}r}s The first part is Luang Pradit Pairoah’s
life and work. The second part is traditi'oéf}\ai music reproduction after Luang
Pradit Pairoah’s death until-before the, estab’lg’r’nlept of the Luang Pradit Pairoah
Foundation. Information.in-this vhap- r explains-ihe history and development of

%od from King Rama V to King Rama IX.

traditional Thai music utthe/p

e - .#f

Picture 1 Luang Pradit Pairoah (Sorn Silapabanleng)

Source: Asdavuth Sagarik
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Luang Pradit Pairoah (Sorn Silapabanleng) (wassusziuglnez(as Aadussias)) is one

of the great masters of traditional Thai music whose life spanned 5 reigns. He was

born on 6™ August 1881 at Dawdueng canal (aaesnniderf), Bang Chang (uneina),
Amphawa district (swwneduwan), Samut Songkhram province (dwmdnsymsasnsia) in the

reign of King Rama V and died on 8" March 1954 in the reign of King Rama IX. He
was the youngest son of Khru Sin (asau: Master Sin) [The Thai word “Khru” means

“teacher”.] and Mrs. Yim (uséin). His formal_name was Sornthong (asmes, or “Sorn”
(m9) for short, with the literal.imeaning “Qolden arrow”).
In his childhood; there were hundreds of Piphat ensembles (asiiwwne) in his
!

hometown. A Piphat-ensemble is an-ensemble composed of melodic and rhythmic

percussion instruments.and the Pi'(zi: double- reeded instrument). (Morton, 1976: 240)
This music culture covered along the areai',_frbm the Mae Klong (usinaes) river basin to
Amphawa district. Sorn studied Thal Ianguage at Wat Amphawan (saguwsu: Amphawan

Temple) and learned music from‘his father since'he was 11 years old.

In 1900, Sorn’s musical talents and.-';_/ir;tuosity in playing Ranad EK (szwnaien:

the leading xylophone)impressed. Prince.Somdet Chaofa Kromphraya

Phanuphanthuwongwaorradet (aufiadniiansamszenniasivgisdanas, in short “Somdet Wang
Burapha”: amsadsyswn), the younger brother of King Rama V, or King Chulalongkorn
(yihaensad), whomade a-royal visit to Ratchaburi province (dswmiphsnaiz). The prince then
brought him to Bangkok and offered him the pasition of Jangwang (anene: amadnly
wszasd, the Prince’s,personal page) with the duty of directing the, Piphat Orchestra of

Buraphaphirom Palace (3syswisud).
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Living in the Elace, angwang Sorn received @yal patronage from Somdet
Wang Burapha in the «form of accommedation, occupation and sponsorship of

wedding. He ﬁ.r%d H’Jm%tﬁ] W@éw ﬁ}ﬂﬁt‘ﬁ of the Royal Music

School such as%’hraya Prasarndurp/asap (Plaek Prasansap) (Wi‘”mﬂ:r”mumﬂﬂww (walan

o SRR T B e brranon

Palace d‘rchestra to fame by performing his sophisticated music skills in both music
competitions and concerts. Later, he studied Mon music with Khru Sum

Charoendontri (ngqa 1s30yauss).

When King Rama VI issued a proclamation that Siamese people must have
surnames, in 1915, Somdet Wang Burapha gave him the surname “Silapabanleng”

(Aarlussina) which means “art of playing music.” (Anant Narkkong and Asdavuth
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Sagarik, 2004: 68-70) In 1925, he was granted an official title of noble rank as
“Luang Pradit Pairoah” by King Rama VI. The word “Luang” is an indicator of rank
and “Pradit Pairoah” literally means “inventor of beautiful sounds.” This was an
official title that the king granted to the composer of excellent compositions which
satisfies him most. (Anant Narkkong and Asdavuth Sagarik, 2006: 119-120).
Throughout the long history of Thai music of the Bangkok era, three musicians

obtained this noble rank: Phra Pradit Pairoah (Mi Duriyangkun) (wsziszauglwiez (3 g3ans
19)), Phra Pradit Pairoah (Taad Tatanan) (wsztisamssiniz(mn mmiwi)) and Luang Pradit

Pairoah (Sorn Silapabanieng)..(Anant Narkkong and Asdavuth Sagarik, 2004: 89)
Luang Pradit Pairoah serveddthe royal Piphat ensemble of King Rama VI until the end
of his reign.

In the reign o King /Rama Vil; Luang Pradit Pairoah worked for the

Department of Royal Music and Dance (as fwnduaslaumads) in 1926 and later took up
the position of a Director=General (ﬂﬁmnm‘iwmmm:‘muumq) in 1930. (Anant Narkkong

and Asdavuth Sagarik, 2004:3)
After the political revolution in 1932,'_ the Department of Fine Arts (nsu@ains)

was established in 1934. In 1935, Luang Pradit Pairoah was, transferred to become the

first director of the' traditional Thai music section  (wihununasenedlna) (Anant

Narkkong and Asdavuth Sagarik, 2004: 233). He worked here until his retirement in
1941 (Anant Narkkong.and-Asdavuth Sagarik,.2004: 164).
After hisi retirement; he voluntarilytaughtimusic at'his home known as “Ban

Bat” (thuwas) until his last day on 8™ March 1954. Luang Pradit_Pairoah died from

intestinal disease and heart failure at the.age lof 73n the reign of King.Rama IX.
Luang Pradit Pairoah was both music teacher and musician who created a
large amount of musical compositions. His xylophone techniques revolutionized the
history of Thai music during his lifetime and still are great resources for further
development among Thai musicians in new generations. He was a trend setter in
traditional Thai music. From evidence, there are two main aspects of interest: music

composition and music activity.
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2.1.2 Luang Pradit Pairoah’s Musical Compositions

Throughout his lifetime, Luang Pradit Pairoah composed a large
number of traditional Thai compositions, most of which are regarded as melodious
and innovative. His musical works still retain their popularity and are very much
adored by Thai musicians and listeners until today. His compositions consist of those
created form original patterns and brand-new.pieces of work. (Wimala Siripong,
1991: 48) Examples follow.

When King Rama-VI Visited the southern provinces of Siam in 1914,
Jangwang Sorn was assigned«to.be the music supervisor of a traditional Thai music
ensemble to prepare the King’s/musical greeting. He composed the composition

“Khmer Liap Phra Nakhorn” (mmﬁguws;ﬁm) using a new special technique called
“Kro” (nse). This compgsition s known as the first piece of Kro style. The Kro

technique means a “roll” technique of play-ing'fon the Ranad Ek. (Morton, 1976: 240)
Later, this new trend of composing becar'he‘ more popular. (Anant Narkkong and
Asdavuth Sagarik, 2004:85-87) =

More compositions were related to 'S:VO'IUth'east Asian-music. He was inspired by
his impressions of different fascinating sounds of meicdies of the region from his
travels, especially to Java and Cambodia. On one journey he accompanied Somdet
Wang Burapha to Java in 1908. He composed new traditional Thai compositions
adapted from & hative Javanese ' music style. Thenames<of the compositions mostly
follow the names of the places or the cities he had been to. For instance, there are the

compositions. “Busensok”. (wauaen),. ‘Karat. Raya’. (nmsasua), “Kadiri” (nz#3),
“Samarang” (s=un3v), “Yaho” (e1a5). He also composed new compaositions based on
Javanese musical structures such as “Yawa” (aza1), “Bukantumo™ (yiugluz).

In a trip to Cambodia with King Rama VII in 1930, Luang Pradit Pairoah
performed the Ranad Ek for the Cambodian King, King Manivong (wszidwiilsd). The

performance was so impressive that the Cambodian King asked him to stay longer to

teach Cambodian musicians. This time, he composed the compositions by adapting
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the Khmer style to new traditional Thai compositions such as “Khmer Ko Hom”” (auxs
nagex), ““Khmer S0” (azunsza), “Khmer Thom™ (aunssx), “Nok Khao Khmer” (vnanauwss).

More compositions revealed that Bangkok was a multi-cultural melting pot.
Many were created in western styles, Mon styles, Lao styles, Burmese styles, Indian
styles, Islamic styles, Chinese styles and Japanese styles.

Some of them are the result of special occasions or unique conditions like the

composition “San Kham Neung” (uaus-tie)s Fhis. piece was composed during the
P.Pibulsonggram (aeswnatliivasmsin)’s governmeni=~A- cultural policy under a Royal
Decree on Culture relating-to Traditional Thalr Music, Singing and Drama” (wszs1s
nqugmisndmusssuea T UL dtaded | nsdides wacmaennd). was  launched in 1943,

Traditional Thai Music was forbidden or;c'(")uld be performed but under government’s
control. Having suffered!from ‘this situation, Luang Pradit Pairoah composed the
composition “San Kham Nueng™.as a refléc__tio_n on the political and social changes at
that time. F/R

More compositions were felated to diffé’?em types of performance and media.
As he worked with people from- different fiéids, he had several status: musician,
composer, music teacher, music supervisor, music tutor especially for Ranad players
in musical competitions, supervisor of theatrical performances, co-producer of music
soundtracks for films,radio,... etc.

Luang Pradit Pairoah was the supervisor of theatrical performances both for
the royal court before the political'revolution in"1932 and elsewhere such as plays by

Pramothai (azesuslwiz), Luang Vijit Vadhakarns(azaswassdansnnas) and Phakawali
(pzmzennd).

For sound recording, he played Ranad with a Piphat ensemble for a record in

the reign of King Rama the V. He joined “Phinphat Nai Plaek Nai Sorn™ (nmamsune
wlanuneaeu), Luang Pradit Pairoah’s Piphat ensemble and angklung ensemble.

Examples of work include “Tub Nang Loy” (suwwaes). Samples of records included
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Odean Record (lewen), Parlaphone (uUnaeivu), Siam (aenw), Kratai (nszsine), Serani
Record (wsad) and Srikrung (fsnga).

In film production, he was musical director for the films “Long Thang” (uas
ne) In 1932, “Pu Som Fao Sab™ (ylauiniwed) in 1933 and “Phaya Noi Chom Talad”
(weynleemumana) in 1935.

On radio, there were many Piphat.ensembles under his supervision such as

“Sornthong Music Ensembile” (2ssusiasnas), “Stt BanBat ensemble” (asdusfiuunng) and

others. They performed«in-poputar radio programs-such as “Or Sor Dusit Palace

Radio” (annflinge.a.nsvsaadinaneR0oyal Thai radio station), “Public Relations Department
|‘
Radio” (amifamgnsulamains)(Anant Narkkong and Asdavuth Sagarik, 2004: 304-305).

One composition thai*Shows his creativity in media access was “Hom Rong Sorn

Thong” (Inulseesnes), GOMPOSsEd especiéi'l_ly for the radio program as “Phleng

Homrong™ (wastwulse: OVErture or prelude).} Bebause of the limited time, he shortened
e

the composition “Sathukan™ (stassisn: @ song usually played to worship the Triple

Gems and sacred objects. (Anant Narkkoﬁg}«'ZOO?: 90)) into a new short Phleng
Homrong (Anant Narkkong-and-Asdavuth-Sagarik,-2004:-13-14).
Luang Pradit Pairoah produced some written decuments. One example is the

article “Karn Wai Khiru Samrab Duriyang Thai” (nsTwingdwiugsendlne: Wai Khru

Ceremony for/ Traditional” Thai Music, referring o the ¥itual of paying homage to
teachers of traditional Thal music) published in the first issue of Art and Culture

magazine (fausqsdsnlinmsasn) 0 1935, Other- handwritten .documents are not yet

published. All documents both in manuscript and published form are at present

preserved at the Luang Pradit Pairoah Foundation.
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2.1.3 Music Activities
2.1.3.1 Music Teaching

Luang Pradit Pairoah’s teaching experience is too large to
mention in full. However, some significant examples should be given. The important

one was his music teaching of the Piphat ensemble of Buraphaphirom Palace (asiiwwg
Jayswidisud) known as the traditional Thai music-dearning center in the reign of King

Rama V. Many musicians came here to study musicand were sent to work in other
Piphat ensembles in other piaces (Anant Narkkong and Asdavuth Sagarik, 2004: 34-

35) such as “Laddawan Palace” (iwaqrdad: also known as “Wang Dang” (#uas)), and
“Suan Kulap Palace” (#s-unvaniy). In-the reign of King Rama the VII, he also taught

music to the king and members of the roly_al family (Anant Narkkong and Asdavuth
Sagarik, 2004: 155-156).

Musicians teaching in the royal cda_'riwere not required to do housework or
other work. Accommodation, foed, musical i?nstruments, and classrooms were all
provided. The musicians focused on studyi'r_lg- mand pragticing music. Luang Pradit
Pairoah kept a fixed Schedule in each place. For example, at Wang Dang, musicians
usually got up at 4.00 a.m. and practiced until 8.00 a.m. when the master started to
teach (Anant Narkkong and Asdavuth Sagarik, 2004: 114). The music teaching class
at Khmer Royal court-was run every day from-morning until afternoon (Prasidh
Silapabanleng, 1981: 91).

Afterithe deathy ofy Somdet| Wang (Buraphatin 2928, lthang |Pradit Pairoah
moved his family 1o live at Ban Bat. Since then, Ban Bat became well-known as a
traditional Thai music learning center, especially for Piphat, where musicians from
the provinces came to study music at the higher levels. Though the master was
transferred to work for the Department of Fine Arts after the political revolution in

1932, he continued teaching music both at his workplace and at home.
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Hence, the importance of Ban Bat was its functions as Luang Pradit Pairoah’s

home, his music school and the place where the annual Wai Khru Ceremony (sulw4as)

was held until the end of the master’s life (Chanok Sagarik, 2001: 64). More
information on the musical activities of Ban Bat in brief follows.

1) General Picture of Ban Bat

Ban Bat was located-at 135 Pariphat Rd. (auuaing),
Tambon Ban Bat (fuaititinaz.«Tambon means sub-district)), Phra Nakhorn District
(wewszuns) (Anant Narkkong and Asdavuth Sagarik, 2004: 126). The word “Ban” in

Thai means “house.” Thesward “Bat” in Thai means “Buddhist monk’s alms-bowl.”
Ban Bat got the namefrom the area knov?in as the place for making Buddhist monk’s

alms-bowls. It was locaied in a Side street off the main road at Phukaothong (qgunnes).

There are many houses |n3|de the! compound of Ban Bat. One was a music
house located at the front. This house was a two-story classical Thai style house on
stilts. The upper floor functioned as a storerQb_r_rj for musical instruments, “Sian Khru”

(Aesmg: heads of music gods) or “Hua Khon™ (vialau: the. masks used in traditional

theatrical performances) and also bedrooms for Luang Pradit Pairoah’s disciples from
the provinces. The ground floor functioned as a rehearsal room and kitchen. Another
classical Thai style house ‘was, Luang.Pradit Pairoah’s. house.which had 2 floors. At
the front was a wide balcony which the masteriused as bothtliving room and music
classroom (Chanok Sagarik, 2001: 66).
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64). The 'rest of the area was a large garden used for the Wai Khru ceremony. Later
this area was adapted to be the theatre for Phakawali’s troupe. (Narong
Khienthongkul and others., 1999: 2)
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2) Admission System

In the Thai tradition, when someone started as
the master’s disciple, the ancient procedure of admission is required. At Luang Pradit
Pairoah school, the admission fee is the preparation of offerings including a pig’s

head, Bai Si (une#3: auspicious rice), Khanom Tom Daeng (sussiuuas: @ Kind of dessert),
Khanom Tom Khao (auxsinane: @ kind of dessest),.some fruits, a bowl, a white cloth and

six bath in money. Luang Pradit Pairoaluin his position as the leader recited the sacred
words in worship to thesgods of music. The novice repeated the words. Most of the
content consisted of promises (@ be virtuous musicians, not to do bad deeds both in
the presence and in the"absence of the master. Then the master accepted the disciple
by saying “From now, you are/my apprehﬁce.” Then the master ended the procedure
by sprinkling consecrated water and maki'hg an auspicious mark on the novice’s
forehead (Anant Narkkong@and Asdavuth Sagarik, 2004: 134).

3) Daily-Schedule of"Sfd'dying and Practicing Music

Generally, the disciples wokeup at 5.00 a.m. and
practiced music. At about 8.00-9.00 a.m., they began their wait for the master.
Regularly at 9.00-10.00 Luang Pradit Pairoah came to the music house to teach and
finished around-noon. Afternoan,was rest time, and,rehearsal time. The master left the
music house and stayed downstairs' listening ‘to' his apprentices’ practicing. If there
were any mistakes, the master would go back texcorrect them. @Fhen he went back
down and continued listening (Narong-Khienthangkul and otherss; 1999: 3).

Music classes were provided every day except on Wan Phra (suwsz: the

Buddhist holy day, generally falling on the 8", 15" 23" and 29" or 30" day of the
lunar month). There is a belief that on Wan Phra, the gods of music usually go to
listen to a sermon. Therefore, on Wan Phra, the master always took 8 Buddhist
precepts, one of which is that one cannot play or listen to music (Narong
Khienthongkul and others., 1999: 4).
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4) Luang Pradit Pairoah’s Concepts of Teaching

Prof. Dr. Uthit Nagasawat (Anant Narkkong and
Asdavuth Sagarik, 2004: 192-194), one of Luang Pradit Pairoah’ students, reported 7
observations about the master’s teaching concepts in his biography of Luang Pradit
Pairoah.

(a) The master taught students in order to keep a close
relationship between the master-and his diseipies. As a result, the master was always
kind to his apprentices who in.reiurn ga{}e him-deep respect.

() There was no classification of disciples. The master
was always willingly to teachawwhoever.always practiced.

(c) Bthical lessons were included.

(d)/He taugﬁt everything to his students. For those
whose skills were at a/high level, the master would gradually teach more and more

techniques until they could take responSIblljty of being “Phithikon” (#%ns: the master

of the Wai Khru ceremony). 222

(e} The master--ri_/va;;s always kind to his apprentices. If
there was anything he could do to help, he did not hesitaie-to do it.

(f) The master always praised in public disciples whose
talent and music skills:were proficient, and sought occasions for them to perform.

(9) The mastetr-always taught with joyfulness and kept

an eye on his disciples’ progress.
5) (Teaching Methods and Techniques

Examples of Luang Pradit Pairoah’s teaching methods
and techniques are also revealed by Prof. Dr. Uthit Nagasawat.

(a) He used the Ranad Ek in the teaching process. After
the disciples had paid homage to him, he taught everyone at the same time by playing

a Khong (#es) melody. Khong means a gong or gong-kettle (Morton, 1976: 240).
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(b) Whoever needed to learn “Phleng Diaw” (inasiaen)

had to make a request. Phleng Diaw refers solo pieces composed specifically for each
instrument (Anant Narkkong, 2007: 108). The master taught Phleng Diaw considering
each disciple’s character. That is why Luang Pradit Pairoah’s compositions, even for
one piece, have many variations for both performance and competition.

(c) Sometimes if the master had suddenly got an idea
for a new piece, he taught it immediately: Even.in class, if the master got a new idea
for the composition, he changed the melody atonee: Because of this, the disciples had
to be alert and prepare_themselves as If they Were tape recorders. Once the master
changed, they had to ciase the old melody and remember the new melody at once
(Anant Narkkong and Asdavuth Sagarik,'l2004: 186-187):

(d) For specxific techniques, the master invented many
virtuoso playing techniques to be played an‘wide range of musical instruments. As he
taught all traditional Thai instruments; there are many techniques for each, such as

different ways of playingthe Ranagd, fingering for the “Sor Sam Sai” (seawana: a two-

stringed bowed lute with triangular sou.hdw"-"'box (Morton, 1976: 242)), singing
techniques, etc. FE

(e).Generally, traditicnal Thai music is transmitted from
generation to generation by memory. Apart from using western scores, there is no
clear evidence of starting point of a score system for traditional Thai music. However,
Luang Pradit Pairoah -waS-considered to.be.the first.to-create a musical score in

numeric form.’It'is’known as the'9-note code (Tinamfnsa). This'type of score was used
for the-first-time at Rajini School, (Iss5ausqil), around 1914. \When there was only

teacher teaching all instruments, the notation is an effective way to teach many
students at one time. Moreover, students can use the notation for practice (Sornthong,
1982: 15-16).
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In details, numbers 1-9 are used for “Sor U” (zed: a two-stringed bowed lute
with half coconut shell sound box (Morton, 1976: 242)) and “Sor Duang” (wesas: a

two-stringed bowed lute with cylindrical resonator (Morton, 1976: 242)), and
numbers 1-11 for “Jakhe” (azd: a zither-type stringed instrument (Morton, 1976:

240)). The other advantage of the notation is its function of preserving traditional Thai

pieces (Luang Pradit Pairoah (So \\{ 'g), Foundation, 1982: 22). At present,
the 9-note code is still used in classes ¢

ional Thai Music Club of the Luang
Pradit Pairoah Foundation
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Picture 4 Music Score in Numeric Form: Luang Pradit Pairoah’s Handwriting
Source: Anant Narkkong and Asdavuth Sagarik, 2004: 178
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2.1.3.2 Wai Khru Ceremony

The Wai Khru ceremony is a ritual for paying homage
to music teachers both in the form of gods and humans. This socializes people in the
music field to follow the right way to be good musicians. If there are any conflicts
between teachers and disciples, forgiveness is the first priority to be considered
(Anant Narkkong and Asdavuth Sagarik, 2004:137).

The Ban Bat’s Wal Khru ceremony-was a special time for people from
different spheres; Luang Pradit-Patroah’ relatives, his disciples and special guests like
royal family, to join. (Chanok Sagarik, 2001: 64) The ceremony was held annually in
August as this was the month of Luang Pradit Pairoh’s birth. Later when the master
was transferred to work at the Department of Fine Arts, the ceremony was fixed on
the first Sunday of August as it is a day off and convenient for everyone (Narong
Khienthongkul and others.,/1999: 4-5). The Wai Khru ceremony at Ban Bat consists
of 3 parts: the preparation‘day, the Wai Kh_ri,i ééremony day, and a music competition.
Narong Khienthongkul and others (1999: 5:55-,~gnd Chanok (2001: 63-68), give details

of the Ban Bat’s Wai Khru ceremony.
1) The Preparation Process

Every first Saturday of August was the preparation day

called “Wan Suk Dip” (sugnau). The procedure started with setting up the pavilion and

cleaning. The tent was erected in the middle of wide space used.as a pavilion called

“Param’’ (iusin). The *height was about that of a two-Starey house. The area was

sufficient for the gathering of hundreds of people and some Piphat ensembles.
Outside the Param was room enough for more seats.

Ban Bat was willingly loaned important accessories from Wat Phraphiren (3a
wszisuns. Phrapiren temple) because of the close relationship between Luang Pradit

Pairoah and the abbot. The borrowed items varied from monk’s accessories; platform
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seats for monks, “Talapat” (aatlns: palm leaf with long handle used as a screen by

Buddhist monks when chanting prayers), altars, to kitchen accessories.

Mrs. Choat (walwi), Luang Pradit Pairoah’s wife, took care of the food. Khru

Banleng Sagarik took care of the cooking. Luang Pradit Pairoah’s disciples and their
families also contributed large amounts of food.

When the Param was set up and degorated, from 4.00 p.m., a Piphat ensemble
of Luang Padit Pairoah’s disciples started toplay music to welcome the monks. The
ensemble was stationed in the Param outside while religious ceremony was
conducted in Luang Pradit Paircah’s house. The master, dressed in white clothes,
listened to the chanting” Next, the Pipha}t ensemble played again to end the religious
ceremony.

After that, therefweré many types uof musical performance for entertainment

such as Piphat ensembles, /Mahori ensembles (a0ubvia: an ensemble composed of

melodic and rhythmic percussion instruments and flute (Morton, 1976: 241)) and

Khrueang Sai ensembles (agiwsasaiis an en's':emble composed of stringed instruments,

flute and rhythmic percussion (Mortor, 1976: 2-_41)). The musicians took turns to play
music all night long."Neighbors and people Iivi-ng In the gdmmunity came to Ban Bat
to listen to the musi¢. The pavilion was always so full that no seats were available.

2)+Wai Khru Ceremany Day

The activity usually started at 5.00 a.m. when female
cooks and other-assistants:prepared two kinds-of food: forthe Buddhist monks and for
the Wai Khru ceremony. The religious ceremony took place not later than 9.00 a.m. In
some years the masters brought offerings to the monks at the temple instead.

In the morning, “Khrueang Sang Woey” (wesdane: the offerings) for the gods

of music were set up at the Param. Musicians prepared for a Piphat ensemble.

Generally, the master chose the musicians, most of which were from the ensemble of
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Khru Prasit Thawon (agdszans nnas: one of Luang Pradit Pairoah’ disciples) or other

disciples.

The ceremony started at 9.00 a.m. Luang Pradit Pairoah, dressed in white,
acted as Phithikon, the master of ceremony. He started by making holy water, handing
out joss-sticks to his disciples to pay homage to the Buddha image and the gods of

music. Then the master read the “Ongkan Wai Khru” (lesnsludeg: literary works

consisting of sacred words used only in the Wair'Khru ceremony) to worship the gods

of music, invite all spirits {0 the ceremany and call for “Phleng Na Phat” (wawifwns)
of each one. Phleng Na Phat-originated from Khon (lau: traditional theatrical

performance), and refers.i0 the gompaositions presenting the action of a character. In
the Wai Khru ceremony, Phleng Na Phat are played during the worship in order to
fulfill the requirement'that'the gods of music come (Anant Narkkong, 2007: 87-88).
Next were the vows toskeep the 5 preceb_ts and ask for the blessing of the gods of
music.

After that, the master gave the Khr.dvéénlg Sang Woey to the gods of music. To
finish the ritual, the master spoke magic spel_ls;again and called for Phleng Na Phat.

Next, the master apportioned Khrueang SangWoay Into “‘Krathong Yod Thong” (nsens
aanmns: @ Kind of container made from banana leaf) and gave them to the carriers of the

gods (known in legend as different kinds of animal): Then the master scattered
flowers, sprinkled_sacred water.on the musical instruments, made auspicious marks
and tied the cloth onithe.Hua Khon.again.

The end of the ritual was when the master=blessed the attendants by sprinkling
them with sacred water, making auspicious marks on their forehead, giving them the
auspicious leaves and speaking magic spells.

After the ritual, there was another activity called “Khrob Khru” (aseuns). There

are many levels of Khrob Khru. Generally, for the Luang Pradit Pairoah school, this
process was provided for new learners and for music teachers. Whoever wanted to
attend the Khrob Khru process had to bring special Khrueang Sang Woey such as

pig’s head, Bai Si (unee: auspicious rice) for the gods of music. The Piphat musicians,
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had to bring Khrueang Sang Woey and a tray containing musical instruments or their
pairs of beaters. For Kreng Sai musicians, the master would bring “Sor” or “Jakhe”
for them to accomplish the Khrob Khru process. Then the master said a magic spell to
pay homage to the gods of music.

Sometimes the master himself chose those who undertook the Khrob Khru
process to become music teachers, and. said “From now you can be a teacher.” The
master would later teach personally those avho reached the high level of studying
Phleng Na Phat, according. to the competeney.of the disciples. The master was aware
of giving “Onkan Wai Khru”.only to whoever deserves it. Normally, the master
personally chose them tgw«nherit this because he eonsidered Onkan Wai Khru as a
highly sacred thing.

When every ritualfwas finished, everyone enjoyed lunch together. The most

popular food taken from Khrueang.Sang Wo.ey was “Kai Yod Bai Si” (ldzanuness: hard-

boiled eggs, one of Khrueang Sang Woey in the ritual). It is believed that eating Kai
Yod Bai Si will enhance the brain: Musicians played music all day long. More
delicious food and fruits were brought for rthe audiences. During this session, the

master stayed at his house for people to-ask a blessing from him.
3) Music Competition

The Wai Khridieeremony at Ban Bart was also an arena
for musicians to shew their skills, their talents'and what they had learned from the

master. The performance was in the form of a competition called Rrachan (Jsziw). The

rules of Prachan were ‘as the same as the ancient Piphat Prachan:

The competition usually started in the evening and lasted the whole night.
Luang Pradit Pairoah took position as the president of Prachan. There were generally
6 Piphat ensembles each time. Famous musicians who joined Prachan at Ban Bat

such as Khru Phum Tosanga (agvu Tmadn), Khru Phim Nakranad (egin sinszuna), Khru
Ongkarn Klibchuen (pgleanis navidu), Khru Prasit Thawon (agdszani nnas), Khru Somphop

Khamprasoet (agaunw d1usziasg), Khru Siri Nakdontri (agas sineuss), Kru Uthai Kaewla-
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iet (ngevie uiaavidan), Khru Chalak Phosamton (egeann tnaanusu),...etc (Anant Narkkong

and Asdavuth Sagarik, 2004: 150-151).
2.1.3.3 Creation of the New Types of Music Ensembles
1) Gamelan ensembie

I1.1929 when King-rama V11, King Prachadipok
(wsznnmamdansslnindwdredii@) Visiied-Java, he traveled around and enjoyed Javanese

music culture. After the king returned to Siam, the Javanese King, Pakoe Boewono X

(Usnoatuit 10) sent the*Javanese musical instruments called Gamelan to the Siamese
royal court in both Javanese tuning sys{fems; Pelog (wlaea: 7 e heptatonic) and
Silendro (awules: Sidasi pentatonic). Each of them had the inscription “P.B.X.” (His

Highness Pakoe Boewono X). A Gamelan.is a musical ensemble from Indonesia,
featuring a variety of instruments such as:rh’étallophones, xylophones, drums and

gongs; bamboo flutes, bowed-and plucked st'ririgs.— Vocalists may also be included.

The following year, Luang Pradit Pairoah was assig'ned to be supervisor of the
Gamelan ensemble for Thal musicians in the Department of Royal Music and Dance.
The ensembles performed in the royal New_Year Ceremony at Amphornsathan throne

(neziidesamsannnoin ‘1930, However, the playing method ‘that Cuang Pradit Pairoah set

up for this ensemble is in traditional Thai music style (Anant Narkkong and Asdavuth
Sagarik, 2004:7154-155).

2) Angklung ensemble (assianzqs)

Angklung (ssnzqs) is @ bamboo musical instrument that

originated in Indonesia. It is a bamboo cylinder attached to a bamboo frame, also

known as the “shaken bamboo idiophone” in musicology. (Angklung, Online: 12 July
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2008) Luang Pradit Pairoah bought the angklung back from the trip where he
accompanied Somdet Wang Burapha to Java in 1908.

With his fondness of creativity, he adapted both the instrument and the playing
method for the Thai angklung ensemble. One angklung, originally consisted of two
Krabok (nszuan: cylinder). The new style of angklung, a piece of angklung (called in
Thai “Tub”: ¢v) consists of three Krabok arranged in series; big, medium and small.
The size of angklung was reduced to be more suitable for one musician to hold two
angklung, one in each hand«The playing method was adapted from swaying as in the
Javanese style to shakingat the wrists. This method allows musicians to make longer
vibrations which create"theslong duration of sounds. Also, he created a playing
method in the “Kro” style. The Scale Wasiz;idded from 5 notes 7 by adding the notes F
(Iiann) and B (lva7l) (Anant Narkkong, 2007:°74-76).

Luang Pradit Pairoah compased Pleng Homrong in the Thai style for called
“Homrong Pathom Dusit” (.wsslnalssidsuaia)@specially for an angklung ensemble. The
first performance was on the occasion of foyé"i Kathin ceremony (shunjuwszsonu: a

Buddhist ritual) at Wat Rachathiwat (ﬁ?mm%’%ﬁa." Rachathiwat Temple) in 1909 (Anant
Narkkong and Asdavuth Sagarik, 2001: p.73-74).

3).-Piphat Mon Ensemble (asilwnsuan)

Luang Pradit Pairoah studied Mon music from Khru

Sum Charerndontil (Aids 1sauesei)! Apart from™ “Khong Mon™. (sfesdeg: Mon style
gong or ‘gong-kettle), Luang Pradit Pairoah created more instruments for the Piphat
Mon ensemble such as “Peng Mang Khok” (itlsansaan: a small, thong-wrapped barrel-
shaped drum (Morton, 1976: 241)), “Krajung Mong” (nszsslwais: @ Kind of pillar

attached with the gongs) and others (Anant Narkkong and Asdavuth Sagarik, 2004:
167-168). It is said that he initiated the use of the Piphat Mon ensemble in funeral
ceremonies. Additionally, the order of the musical compositions used in the ritual is
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strictly set. There are different compositions for each step of the funeral from the
morning to the end of the ceremony. Later, this new trend became more popular both
in Bangkok and spread to other parts in Thailand (Anant Narkkong, 2007: 60).

4) Maha Duriyang Ensemble (ssumszansdlneg)

According to Khunying Chin Silapabanleng, this idea
was first revealed at a Ban-Bat’s Wai Khru eerémeny. Luang Pradit Pairoah, inspired
by the symphony orchestras of western music, believed that if a lot of musicians
played together, the muwsic_would sound sweet. (Anant Narkkong and Asdavuth
Sagarik, 2004: 172) So.he encouraged tH.e musicians of all the music ensembles there

to play together. The master placed himgéif as conductor using the Ching (as: small

hand cymbals (Morton, 1976: 239)) to give them the beat in unison. From this idea,
Maha Duriyang Ensemble is considered aé'__a kind of music ensemble including many
types of musical instruments and a large amount of musicians playing their own
instruments in unison. Even though this Jdefa could not be achieved during the

master’s lifetime, this idea inspired Khru Prasit Thawon (e3uszdnt ans: one of Luang

Pradit Pairoah’s disciples)-to-set up-a-Maha Duriyang-Ensemble many times later

after Luang Pradit Paireah’s death.

Thai soeiety during-Luang Pradit Paireah’s, lifetime, was in a transition period
of creating a ‘modern~nation.” There ‘were' various political,” social, economic and
cultural changes in domestic and international &ffairs. Traditiofal Thai music was
unavoidably‘to be part.of these ghanges. The master experienced cultural exchanges
both within the Thai tradition and from outside influences. He lived through a
prosperous period of traditional Thai music to a period of recession and its revival.
Further observations can be made about the Luang Pradit Pairoah music school, Ban
Bat.
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First, in terms of social context, Ban Bat started as a music school when Luang
Pradit Pairoah moved his family to live there after the death of Somdet Wang Burapha
in 1928. This was only four years before the political revolution of 1932. This marked
the change from absolute monarchy to a democracy. It also means, for traditional Thai
music history, that the Ban Bat period was a transition period between traditional Thai
ways of teaching music and modern traditional Thai music schools nowadays.

Second, this transition period was marked in two ways in the Luang Pradit
Pairoah school. Ban Bat can be considered as-poth a “house of music” and a “school
of music” as in the traditional-way of Thar music transmission. Old traditions still
existed such as the admissionsylifestyle, and the relationship between the master and
disciples (living and learning together). Classes, accommodation, food, and the
opportunity to earn from performances were provided. At the same time, new
traditions were seen such as the emergencé of Phagawali’s troupe.

Third, with respect to L.uang-Pradit Palroah s music style, Ban Bat was where
Luang Pradit Pairoah hadfull musical supremacy The house, in the same compound
as school, was totally under the master’s cqntrol with no patronage or external
support as before. This was different from't_,e_achlng in the royal court or other places
under royal orders. Iti.cannot be definitely cbn'éluded that Ban Bat operated without
any network, but the freedom of the master brought Its advantages. Few traditional
Thai music masters were still alive at the time of his retirement. With his reputation,
most musicians who needed to study at high levels of certainly focus on the Luang
Pradit Pairoah school. Moreover, many of his diseiples were _from the provinces, so
when they had“finished studying,.they took their music learning back to their
hometawns 'which-&xplains thewidespread popularity of the Luang Pradit Pairoah
style is.aThese factors made Luang Pradit Pairoah and his lessons the model of
traditional Thai music from that period until the present (Patarawadee Puchadapirom,
2004: 235).

Fourth, his descendants and disciples who were trained at Ban Bat later
continued the transmission of traditional Thai music. Some became famous
musicians, music masters and national artists. Those who not directly involved in

music field, continue activities concerning traditional Thai music. These include
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Prasidh Silapabanleng (Uszav3 Aadusaias), Khunying Chin Silapabanleng (anuwdjsiu fad
usaiae), Khru Banleng Sagarik (egussias anedn), Khru Prasit Thawon (agdszand nes),
Prof.Dr. Uthit Nagasawat (r.ns.9% wieadan), Khru Bunyong Ketkhong (agumess inga),
Malinee Sagarik (u"ail anasn), Khru Chanok Sagarik (agaun ansn), etc (Anant Narkkong

and Asdavuth Sagarik, 2006: 119-120).

When Ban Bat was sold after L.uang Pradit Pairoah’s death, his descendants
moved out and started separate lives. .~ \while other relatives took different
occupations, the Sagarik family became the Key center where Luang Pradit Pairoah’s
musical heritage has been preserved, transmitted and reproduced to future generations
in new areas and new forms as‘the L.uang Pradit Pairoah Foundation.

Luang Pradit Paireah’s significant characteristics shown from his outputs, in
general, are creativity; adaptation, angd hy?brjdization. Ban Bat was also an important
place where many musi€ians learned mus‘!i(_: and later became key persons to pass on

traditional Thai music.

2.2 Traditional Thai Music Reproductiqﬁ_ a-_fter Luang Pradit Pairoah’s Death
until before the Establishment of the Luané Pradit Pairoah Foundation (1954-

1981/2497-2524)

We can not conclude that all genres of music reproduction were reproduced
only after his death. Many appeared befare 1954 by his descendants and his students.
The transition "period actually covered the period from the early 1950s to the
establishment of| the: Luang Pradit) Pairoah Foundation in'1981.<This section presents
traditional Thai music transmission and reproduction before the establishment of the

Foundation classified by form of outputs.
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2.2.1 Activities

2.2.1.1 Music Teaching

Both Luang Pradit Pairoah’s descendants and disciples
became traditional Thai music teachers:in schools and universities. For examples,

Khunying Chin Silapabanleng (pawsisis Gadssues: one of Luang Pradit Pairoah’s
daughters) taught Thai “music at Wat Bewonniwet School (lssFauiauasiiag),
Srinakarinwirot University (swanendoriuasunsalan) and elsewhere. Khru Prasidh
Silapabanleng (ngiszans Aquisissiad: one of Luang Pradit Pairoah’s sons) used to teach at
“Natha Duriyang College® (issitnainnsiaasd). Khru King Phloyphet (pgis waeumas: one

of Luang Pradit Pairoah’s disciples) was, a'supervisor of the traditional Thai music

club at Thammasat University (i apsassssuanani), ete (Anant Narkkong and Asdavuth

Sagarik, 2004: 198-199). Luang.-Pradit Pairoah’s teaching method was passed on.
Khunying Chin Silapabanleng-and Khru B;arﬂéng Sagarik used the 9-note code to
teach Thai music in many sehoaels such as'Bowennivet School, Sri Ayudhya School

(TseBaurseysen), Benjamarachalal school (lssfauuaansmae),etc (Anant Narkkong and

Asdavuth Sagarik, 2004: 179).

Other teaching techniques such as the methods of using Ranad wooden
mallets, the fingering for the string instruments llike different:types of Sor were also
transmitted. One factor that Supports the strength and continuity of music transmission
in this period.is.that.descendants.and disciples.who studied music.directly from Luang
Pradit Pairoah were still alive ‘and working in fmusic. “Hence,’ the~transmission of
musical knowledge in this period was or almost the same as the original (Anant

Narkkong, interview: 19 November 2007).
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2.2.1.2 Live Performances

Musicians from the Luang Pradit Pairoah school
performed traditional Thai music for various types of performance. One sample is

Phagawali’s troupe (rmuzazmswnna) known as the Phagawali Institute of Dance and

Music. Phagawali was well-known as a prafessional training center for contemporary
theatrical performance organized by Luang Pradit Pairoah’s descendents, Khunying

Chin Silpabanleng, Prasidn-Silapabanleng and.l-adda Silapabanleng (dnnn #atussias

Prasidh Silapabanleng’s*wife): - They arranged music performances, theatrical
performances and classical Fhai dance §ince during Luang Pradit Pairoah’s lifetime.
Within the compound<of Ban Bat, they presented performances to the public of
rearrangements of Luang Pradit Pairoéhn’s compositions and together with new
compositions of their own. Also once a month, Phagavali’s trope gave performances
at the “Chalerm Thai Theatre” (Im:mmam‘l,ﬁﬂ) and the “Chaloem Nakhorn Theatre” (lss

azasiednuas) (Wimala Siripong, 199%: 51)."‘:i’thhakavaIi’s troupe was very famous

during the period from 1954-1957 onward_ T(Ariant Narkkong and Asdavuth Sagarik,
2006: 72-73). After the Ban Bat period, they a_ls_c; went abroad to give performances to
countries in Europe, North America, and South America (Ladda (Saratayon)
Silapabanleng and Prasidh Silapabanleng, 2002). However, Phagawali’s troupe later
disbanded when western: films and also Thai films became more popular (Wimala
Siripong, 1991251).

Further examples of both domestic and international performances included a

performancesin~1957 by Khru:Bunyong |Ketkhong (ajadsd e one of Luang Pradit

Pairoah’s disciples) on the Ranad Ek of a composition of Luang Pradit Pairoah in the
Chinese style in China. The sound and musical techniques were so wonderful that
they were complimented by the Prime Minister of China. Other examples include live
performances developed form new types of music ensembles that Luang Pradit

Pairoah initiated.
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(a) Gamelan Ensemble
The two sets of Gamelan instruments that the
Javanese king sent to the Siamese Royal Court in the reign of King Rama VII are now
preserved at the Department of Fine Arts and the National Museum. Because of the
difficulty of tuning, the heavy weight and unfamiliarity of the sounds, these cause
complexity of performance. Hence, the Gamelan ensemble is rarely known to the
public even among Thai musicians.
(b) Angklung Ensemble
The popularity of angklung ensembles is still
seen even after Luang Pradit Pairoah’s death. Because the angklung is easy to play
and brings about a sense" of/Solidarity ‘among musicians. Angklung ensembles can
serve many functions from rittial to entertainment. It can also be combined with other
types of music ensemble. There are moré“ angklung ensembles both professional and
amateur. Angklung making has become a profession. Famous Thai angklung makers
include Khru Chaloem-Khru Phat Buathan_g; (;{Emau-ﬂgﬁw s Luang Pradit Pairoah’s
disciples), Khru Fung-Khru Angun Bua—iarﬁj iﬁgﬂa-ﬂga\ju fdew: Luang Pradit Pairoah’s
disciples) and others, especially-in Nonthaburi.province (sswiauuny3). In terms of
musical education, angklung is used for basic fevels of music study in schools (Anant
Narkkong and Asdavuth Sagarik, 2001: 75). New types of angklung instruments are
developed such as the*hand-rail angklung (gsnzqe:) by*Khru Phat Buathang (agwe 1
vs: angklung musieian and eraftsman).
(¢) Piphat Mon Ensemble
Apart from the Piphat ensemible, Piphat Mon
knowledge becamie’ important for-musicians.’ A-Piphat-Mon“ensemble is usually

played nowadays generally at funerals or types of entertainment such as Likay (ain)

(Anant Narkkong and Asdavuth Sagarik, 2004: 169-170). Likay is a kind of theatrical
performance developed from traditional Islamic chanting. For Thai Likay, it was
developed as a theatrical performance including acting and dance with a Piphat

ensemble and sometimes with a Piphat Mon ensemble. (Likay, Online: 13 July 2008)
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(d) Maha Duriyang Ensemble
As mentioned above, Khru Prasit Thawon
Implemented this project inspired by Luang Pradit Pairoah’s idea. The first
performance was in December 1972 at the National Theatre in celebration of the
investiture of the Crown Prince of King Rama XI. Approximately 400 of musicians
and singers joined the ensemble under Khru Prasit’s supervision. (Phathani
Phromsombat, 2003: 8). He also later arranged many performances. A highlight was
when he joined the Luang Pradit Pairoah Foundation on the occasion of Luang Pradit

Pairoah’s centenary at the National Theater in 1081,
2.241.3 Wai Khru-Ceremony

An' annuali Wai" Khru ceremony has been arranged.

Asdavuth Sagarik (§wga4s ainz0ne of Luang Pradit Pairoah’s great-grandsons) stated

about some changes. After the master’s death, the Wai Khru ceremony was arranged

at Ban Phrom Pong (ifuniganss), Prasidh: Silapabanleng’s house. After the

Foundation’s establishment.in-1981, the Wai Khru Ceremony has held at Ban Sararik

(thuanesn: Khru Banleng.-Sagarik’s house), or other appropriate places according to the

theme of each year. (Nikom Sagarik, 2004: 220)
Music competitions, Prachan, were omitted from the agenda of the Wai Khru
ceremony of the Luahg Pradit PairoahtSchoolsince the deathaf the master. However,

the “Prachan” are still held at other places such as at Wat Phraphiren (sawszitisuns:
Prapiren Temple){at, thesWairKhru Ceremony, at'\Wat) Ra| Thanmmasophon (sanassu
Tanas: @ temple in Lopburi province (swinany3)) and elsewhere (Anant Narkkong,

Phleng Di Si Phaendin [Radio Program]: 26 August 2007). Music competitions today

generally include clear judging system and awards.
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2.2.2 Media
2.2.2.1 Compositions

Generally traditional Thai compositions are composed

in the so-called “Phleng Thao” (mauna): The word “Phleng” (was) in Thai means

“musical composition.” Anant (2007: 92-93) deseribed Phleng Thao as follows.

The word “Thao™(ma) is an ancient.werd coming from the comparison

between three different=sized-containers; big, medium and small. In terms of
traditional Thai musicyPhleng Fhao means a composition arranged in a series of the

three different tempos.n one piece. These three tempos consist of “Sam Chan” (annd:
slow), “Song Chan” (seédv: moderate) and*‘Chan Diao™ (fwiten: fast).

In terms of musi€ reproduction, tréd_itional Thal music has changed to be more
similar to popular music/as jpeople have. become more familiar with it. Normally
musicians adapt “Song Chan” and “Chan Dlao by adding lyrics and changing parts

of the melody. These styles later became “Fhl-eng Luk Thung” (masgnyjs) or “Phleng
Luk Krung” (wasgnas) (Anant Narkkong, 2007: 22). Phleng Luk Krung can be

described as a song composed in a very neat form or in_poetic structure. Normally, it
reflects society especially of the capital city. In general; Phleng Luk Krung needs to
be performed in. a very neat and refined way . (Phleng Luk Krung, Online: 11 July
2008). Phleng Luk TFhung also has specific characteristics in'terms of singing style and
lyrics that reflect country people’s way of life. (Phleng Luk Thung, Online: 11 July
2008)

Luang Pradit Pairoah’s descendants and disciples also rearranged their
master’s compositions in order to create a new kind of entertainment and use them for

various functions. Examples are as follows.
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Khunying Chin Silapabanleng realized the importance of giving ethical
lessons along with traditional Thai music. She composed songs using her father’s
compositions as the main melody and added lyrics. Most were used in schools as the
song and dance curriculum approved by the Ministry of Education. The content of the
lyrics includes ethics and traditions for socializing children to love the nation, religion

and royal institution. The most popular is the song “Chang” (wasis: Chang means

“elephant”) (Anant Narkkong and Asdavuth.Sagarik, 2006: 101-102). Prasidh
Silapabanleng also arranged Luang Pradit-Paireah’s compositions using western

scores. Examples include~the compasition “Siang. Thian” (wauduaiiew) and the
composition “Dam Neen Sai” (iwasnimnieg). These compositions, together with his
own compositions, were recorded later on €Ds. Some of “Sunthraphorn” songs (nasq
unsnsal: an early Thai popular music band) were also adapted from Luang Pradit

Pairoah’s compositions'such as the song “Nok Khao Khu Rak™ (wawniangin)

2.2.2.2 Radi6 Programs

One example of radio programs where Luang Pradit

Pairoah’s descendants.and disciples were involved was “songs for School Radio” (iwas
anglseiseu) broadcasted on “Educational Broadcasting Station of Thailand” (annifang
Anw) run by Khunying Chin Silapabanieng-and others: School"Radio was the initiative

of the Ministry of Education (Waraporn Roogruang, 2006).
2.2.2.3 TV Programs

Luang Pradit Pairoah’s descendants and disciples were

involved in certain TV programs such as * Dr. Uthit Nae Dontri Thai” (ns.afiruuzauss
na: Dr.Uthit instructed traditional Thai music), a TV program of the Public Relations

Department.
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2.2.2.4 Published Media

Most publications were produced on special occasions
such as souvenir book of the Phagawali’s troupe or funeral books of the
Silapabanleng’s family. The first was funeral book of Luang Pradit Pairoah (Sorn
Silapabanleng). Other examples include music scores written by Luang Pradit

Pairoah’s descendants and disciples.
2.2.2.5 Audio Media

There are various types of audio recordings such as
early records, reel-to-reels tapes, casettes and CDs related to Luang Pradit Pairoah’s
compositions. Most of the popular musit; recordings of the Luang Pradit Pairoah’s
school, mostly in forms of casettes, are spread among the master’s descendants and
disciples. Examples include ithe weorks o_f','KJhru Prasit Thawon and Prof.Dr. Uthit
Nagasawat. Khru Prasit Thawon had his OV\;h“rg_.cording studio named “Sitthi Thawon”

(Ansns) while Prof.Uthit’s recording studio_,w_as_named “Phatanasin” (smw#ail). It can

be said that Luang Pradit Pairoah’s compositions were part of musical production
from 1977 onward mostly under these two labels. Many eopies were also distributed
in the music market (Anant Narkkong and Asdavuth Sagarik, 2006: 230-231).

More examples tooksthe form of academic research as in case of the work of
David Morton, ethnomusicologist of the Pepartment of Ethnomusicology, UCLA,
U.S.A., who used an open-reels recorder to. record Luang ,Pradit Pairoah’s
compositions played by Luang Pradit Pairoah’s disciples-at BarnBat in 1967 for his
Ph.D. research. All recording materials are preserved in the music library of UCLA
while some of copies were sent back to the master’s descendants for distribution.
These materials are available at present, for example, the recordings of Khru Prasit
Thaworn at Mahidol University and more pieces at the Luang Pradit Pairoah
Foundation.
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The 27 years after Luang Pradit Pairoah’s death was a long gap in Thai music
history if we use the founding year of the Luang Pradit Pairoah Foundation in 1981 as
the cutoff point, and ended with the prosperous traditional Thai music culture of the
past (Anant Narkkong, interview: 12 November 2007).

In the past, the Thai people’s way of life was unavoidably involved traditional
Thai music as it serves many kinds of traditions from birth until death such as
Buddhist ordinations, marriages, funerals or.even temple fairs.

Nowadays, traditiopnal Thai music -stili*functions in rituals but very much
decreased in terms of popularity./As Thai society.has changed, most traditions that are
not suitable for modern life"Style are passed over. For traditions that still exist, some
aspects are omitted for egenomics and management reasons. Most rituals at present do
not use traditional Thai music, except funerals. In other ceremony such as Buddhist
ordinations, marriages, other kinds of mu5-ic such as western music, Phleng Luk
Krung, Phleng Luk Thung, are more popular.

For traditional Thal music transmissi,'oﬁ-, music teaching became part of formal
education all over the country, from kindéfdanten to undergraduate level. There are
traditional Thai music clubs .in schools 'ah_d -universities. Traditional Thai music
competitions initiatediby both the governmeht ;md the private sectors are provided at
different levels. Young artists develop their works in contemporary styles combining
Thai music and western music, and using sound technology to create new kinds of
style, tone color, tone quality, emotion and gven in terms of interpretation. Traditional
Thai music is'publicized through new kinds ofi media such as cassettes, CDs, radio
and TV. Above all, traditional Thai music receives royal support from H.R.H Princess

Maha Chakkri“Siriadhormn: (ssmansimindhsisand dedubsigranad-3: CrovuniPrincess of King

Rama IX), who is fond of Thai traditional music and always upholds the transmission
of this culture (Asdavuth Sagarik, 2007: 22).

The reproduction of traditional Thai music in this period was modified from
its original style because of some significant factors, i.e., the development of mass
media, changes of the audience’s taste of music listening, and the trend of music

business.
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Mass media functions as a public relations tool to disseminate traditional Thai
music in order to maintain culture. In the Luang Pradit Pairoah school, traditional
Thai music in this period was gradually made accessible to the public using mass
media as a new channel.

Mass media also causes changes in music listening. Mass media has presented
entertainment culture with gradual adaptations through the long period from the past
to the present. It is accepted that, nowadays, popular music has became the
mainstream and attracts a bigger audience than-traditional music.

This brought about another im}‘)ortant change in music, the music market.
Musical activity nowadays+S regularly more concerned with expenditure, income and
profit than the responsibility of preserving a cultural heritage. The media also target
young people more as theif main clistomers whose music taste prefers popular music.

In a historical and social context, t-hough new kinds of entertainment
and mass media now influence musie, Luang Pradlt Pairoah’s descendants continue to
transmit traditional Thai music through cuILuraI negotiation, adaptation, reproduction
using the new media. So on the 100" annl\}ersary of the master in 1981, the Luang
Pradit Pairoah Foundation was estabiished: not onIy to celebrate the special occasion
but also as confirmation of the contlnmty of preservatlon and transmission of

traditional Thai music:



CHAPTER I

HISTORY AND OVERVIEW OF
THE FOUNDATION OF LUANG PRADIT PAIROAH
(SORN SILAPABANLENG)

This chapter provides basic informaiion abeut the Foundation of Luang Pradit
Pairoah (Sorn Silapabanieng);-inciuding its establishment, objectives, administrative
structure and location. It alse-prevides an overview of concepts of traditional Thai

music transmission and reproduction of the Foundation.

3.1 Establishment @f the: Foundation of Luang Pradit Pairoah (Sorn

Silapabanleng)*

At the beginning, after Luar;.;;“ Pradit Pairoah’s death, Khunying Chin
Silapabanleng planned to publish her fathe_rf_s compositions in the funeral book but
there were too many compositions to publish- |n a single book. Also, the music scores
were in a format which most of people might not understand. She also realized that to
produce musicians and music teachers Is more important than publishing scores
(Malinee Sagarik, Interview:, 15 December 4990, cited in Wimala Siripong, 1991: 82).
For this, the effective” management Of an organization was required. Hence, she
declared her strong aim of establishing the foundation in order to commemorate her
father™s, 11ifg " and (o ‘wransmi “her father’s” works: /(Luang | Piadit Pairoah (Sorn
Silapabanleng), 1955).

On the 100™ anniversary of Luang Pradit Pairoah’s birth, the Foundation was
established (Anant and Asdavuth, 2006: p.120). With the agreement of Luang Pradit
Pairoah’s descendants and disciples, the Foundation was formally set up on 30 July

1981 (Ministry of the Interior, 1981). The budget at the beginning came from eight of

%
In this chapter and from then on, the abbreviation FPS will be used for the Foundation of
Luang Pradit Pairoah (Sorn Silapabanleng)
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the master’s descendants and two disciples; Prof. Dr. Uthit Nagasawat and Khru
Prasit Thawon. With their donation of 10,000 baht each, the Foundation received an
initial capital investment of 100,000 baht (Wimala Siripong, 1991: 65). At Luang
Pradit Pairoah’s centenary at the National Theatre, the Foundation also received
approximately 300,000 baht in donations (Malinee Sagarik, interview: 15 December
1990, cited in Wimala Siripong, 1991: 66).

The Foundation was the first private<organization in Thailand to support
activities related to traditional Thai music, providing a musical teaching section
named, the Traditional Thal Music Club, and functioning as a center for musical data
collection. All activities'are stin by L uang Pradit Pairoah’s descendants and volunteers
(Anant Narkkong and.Asdavuth Sagarik, 2006: 287).

3.1.1 Objectives of the Foundation’

3.1.1.1 To support the preservation, revival and propagation of
traditional Thai music both in Thatfand and'"i,r{"Li'hternationaIIy in order to promote the
value of art and culture that presentthe Thai national identity.

3.1.1;2-To support the education.and-research related to traditional
Thai music in order to-promote the establishment of stafdard and criteria comparable
with international music.

3:14.3 10 support the academic  data eollection related to traditional
Thai music in all forms-to serve as'a-basis for further study and‘research.

3.1.1.4 To support the recognitioncf those with outstanding artistic
work related'to traditional Thal music:in order to give encouragement'and to serve as
a model for the creation of art with values appropriate to be the cultural heritage of the
nation.

3.1.1.5 To support and assist Thai musicians studying and interested in
studying traditional Thai music in appropriate situations and opportunities in order to
enhance the basis of the development of traditional Thai musical art and scholarship.

3.1.1.6 To act or co-operate with other charitable organizations in
running activities that promote the objectives of the Foundation or for public benefit.
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3.1.1.7 Not to carry out any activity related to politics.
(Foundation of Luang Pradit Pairoah (Sorn Silapabanleng), 1987: 76)

3.1.2 Charter of the Foundation
3.1.2.1 The Name of the Foundation

The_formal names in the charter is “yafzuasslszduglmnz (rs Aadl
ussiae)” in Thai and “Foundation of Luang Pradit Pairoah (Sorn Silapabanleng)”

(F.P.S.) in English. The/c;haﬁer (Registrz;tion number: 1592) was registered on 30 July
1981 with the Ministry '

of dhtefior./The symbol of the foundation is given below.

! —

Picture 5 Symbol-of the Foundation
Source: Foundation of -tang Pradit Pairoah (Sorn'Silapabanleng)

The mame ‘of the/ FPS'is found in’various sources with' different spellings;
Luang Pradit Pairoah, Luang Pradit Phairoh, Luang Pradit Pairoh and Luang Pradit
Phairoh Music Foundation. There is no clear explanation of these differences.
However, there should be the parentheses around (Sorn Silapabanleng) which

identifies which Luang Pradit Pairoah is referred to.
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3.1.2.2 General Regulations

According to the law, there are two main types of foundation;
for charity and for providing useful services to the public. The FPS is the latter kind.
It must pay taxes on its interest income, and cannot hire employees or run a business.
Financial income comes from donation.; Donations are designated as for either
reserves or for activities for transparent financial management. Sometimes the budget
for activities is not enough. The Sagarik family has to advance financial support.
Trading through, for example,-the music shop is under the name of the Sagarik’s
family (Malinee Sagarik, interview: 25 May 2008).

3.1.3 Administrative Structure
3.1.3.1 The Board-.of Directors+

The Board determiﬁeé"';"'policy and financial matters. The
members include the President, two \ice-Presidents, the Secretary-General, the
Deputy Secretary-General,-the Director of Finance-and Viembers at Large. The first
Board of Directors in 981 consisted of 28 of Luang Pradit Pairoah’s descendants and
disciples. Khunying Chin Silapabanleng was President 6f the Foundation. When she
passed away in-1988; Khru-Banleng Sagarik-took the, pesitionuntil her death in 2002.

Since 2002, Special ‘Commedore'Somchai ‘Silapabanleng (wnenfivas aums fal
vsnas: One.of Luang Pradit Pairoah’s sons).has held.this. position.“The current Vice-
Presidents ‘are Sanan Silapabanieng “(siu @avussins: "youngest son ‘of Luang Pradit
Pairoah) and Assist Prof. Dr. Kulthorn Silapabanleng (se.asnass &dussias: one of

Luang Pradit Pairoah’s grandsons). All of the master’s descendants have the right to
be committee members (Malinee Sagarik, interview: 25 May 2008). Khru Chanok

Sagarik (eyzun me3n: one of Khru Banleng Sagarik’s sons) is Deputy Secretary-
General. Ms. Thanyarat Sagarik (wssnsyansat se3n: Khru Banleng’s granddaughter)

is Director of Finance. Mr. Asdavuth Sagarik (e.dwpns mesn: Khru Banleng’s
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grandson), other Silapabanleng family members and disciples of Luang Pradit Pairoah
comprise the remaining committee members. Descendants as far as the third
generation from the master can attend activities of the FPS both with and without duty
(Wimala Siripong, 1991: 66).

The positions of President and Vice-President are reserved for Luang Pradit
Pairoah’s descendants and selected\_viwyﬂ ong them by seniority. However, the
descendants who take these h_!g[] position@)rally too old to work. That is why
the position of Secretary-General of the Foundation is necessary. The Secretary-

I a thori’tyﬁmna'ke decisions about any of the
onsible. forfinancial management without an

General of the Found

foundation’s affairs

agreement from the irg _qto—rs. Legally, the Secretary-General also has to
ol = SSUEER Y

report the FPS’s activitie oafrfgf I?"i;ectors at an annual meeting in March

(Malinee Sagarik, interview: Aay 0%)‘?A presenE, the administration is led by

Picture 6 Malinee Sagarik: Secretary-General of Luang Pradit Pairoah Foundation
Source: Foundation of Luang Pradit Pairoah (Sorn Silapabanleng): 25 August 2007
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3.2.3.2 The Subcommittees

The Foundation may legally set up subcommittees, and the
Board of Director has devolved the authority to Secretary-General of the Foundation
to take care of all activities and to set up subcommittees for each activity. There is a
position of Director of Activities with responsibility for the implementation of all FPS
activities, who reports directly to the Secretary-General. At present, Ms. Malinee

Sagarik has appointed Anant Narkkong (enifiiaas: volunteer of the FPS) as Director

of Activities (Malinee Sagarik; laterview: 25 May 2008). Also, volunteers are part of

the teams implementing poliCigs andl activities.
3.1.4 Volunteess

There are many" reasons -Wh'y volunteers are necessary for the
Foundation’s activities. According te the 'réwj the only personnel of the Foundation
are the Board of Directors whose-numbers ére not enough for implementing activities
(Malinee Sagarik, interview: 25 May 2008)'.'JT'hé'Iaw does.not allow the Foundation to
hire employees. Actwvities are also vary from smali’ musical performances to
nationwide activities. Volunteers are needed to supply labor and staff taskforces, give
musical performances, share academic knowledge and support the technological
usage. In each. activity,| a subCommitteeis ‘set wp 4in ‘order. to implement policy.
Different types«of people and organizations are welcome to join, depending on the
occasion, type.-of activity.and budget.,Generally, volunteers working for the FPS

receive no compensation at all:
3.2. Location

The FPS is now located at 47 Sethsiri Rd. (awwaswsds) Samsennai (sw
wulu), Phayathai (lwewanln), Bangkok 10400. In the past, this place was the bridal

house of Khru Banleng Sagarik, Luang Pradit Pairoah’s daughter who married Khun



52

Tamruaj Ek Phra Mahathepgasatsamuha (Nuang Sagarik) (gusnsaaien wszawmwnidnsasm
(iiles asi3n)). Chanok Sagarik, Khru Banleng’s son described the original house from

memory as follows.

The house, called Ban Sagarik (fiwanein: house of the Sagarik family), is

located near the railroad track and not far from Samsen railway station. It was a teak

“Pan Ya” (Sewlnonwiwnen: a traditional forme of Thai architecture) stilt house

constructed in a square shape of 9x9m. The house'was more outstanding than others
in the Samsen community-pecause of its green colorand dark red ceramic tile roof. It
underwent several crises'suchras-the big flood of 1942 and an air strike during World
War 1. It was continuetisiysmadified from the use of lamps to electricity and even
closed circuit televisionstoday.s Above ali;, it was the place where traditional Thai
music activities were preserved and passed on (Chanok Sagarik, computer file: 13
July 2007). Ban Sagarik was more suitable than other Silapabanleng residences to be
the FLP headquarters because of its-convenient size, people, music instruments and

music teachers (Chanok Sagarik; interview: 22 June 2008).
3.2.1 Before.ifte Ruan Banleng Period: from-19811a,2005

Wimala-(1991: 68-70) described in general the Luang Pradit Pairoah

Foundation in _1990-1991:There were two“houses within_the same compound. The

first is a teak *Pan«Ya” stilt house_functioning as the Sagarik family residence. The

other is a small wooden house located behind the first. They were connected by a

kitchenz, The first hiouse was later maodified by adding mare rooms functioning as a

living room and dining room. When the foundation opened music classes for the
public, a music classroom was also constructed.

Important reconstruction was done in 1990. At the front part of Ban Sagarik,

one spacious room functioned as a music classroom. To the right of this room was

another functioning as a music classroom for beginners named “Hong Fak Khai” (+#as
#nla) and for storing musical instruments. The size of this room was about 4x6m.

There were also the altars to Luang Pradit Pairoah (Sorn Silapabanleng). Above the
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altars was the sign of the Luang Pradit Pairoah Foundation, together with the symbol
of the foundation. On the right side of this room, there were offerings and pictures of
Luang Pradit Pairoah (Sorn Silapabanleng) and Khunying Chin Silapabanleng.

From the Hong Fak Khai, there was a pathway straight to the inner area. To
the right, there was a 3x5m room functioning as Khru Chanok Sagarik’s office. There
was a room for storing musical instruments and audio recordings. These items were
not used in class because students of the mu{k;gub brought their own instruments.
The remaining space could be adapted as classfoomé,,even outside. It can be seen that

most space in Ban Sagarik'Was.fully use*d for FPS activities.

3.2.2 Ruan Banlm/ei’oﬁd:f‘rom'_zg).% to the present

'II

—

In 2006, both t e"fSagarH} ffimily house and its surroundings were

reconstructed and modified (Foundation® of Luang Pradit Pairoah (Sorn
.. e |

Silapabanleng), Handbill: 2007). Chanok ;{gfgjr_]puter file: 13 July 2007) recorded the

. AT By f
latest reconstruction. —— ==

g

Construction_started in-2006 with aid from both the government and the

private sector in or

: rﬁl preservation. The house
was renovated in an -attempt to preserve its originalﬁ’orm. It was named “Ruan

Banleng” (euuswias) following the name of Khru Chanok’s mother, Khru Banleng

Sagarik.

Picture 7 Picture 8 Picture 9

Ruan Banleng during Reconstruction in 2007

Source: Foundation of Luang Pradit Pairoah (Sorn Silapabanleng): 2007
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As the city of Bangkok became more urbanized, Ruan Banleng became the
last traditional teakwood house in existence. The house was honored by Phayathai
district as both a model of architectural conservation and a place for national cultural

conservation.

i WS ;’ s
In front of Ruan Banleng, a new 5- storﬂlgwﬁ g was constructed as the
Sagarik family remze{ce and location zor iv K{l . Some parts are open for
-

rent. ‘IJ T— a

In front of the building, there is aglight gray pillar with the name “Sagarik

e . U Y Pl P 5 ) st

underneath. Next to the pillar is a sn}all coffee sh(grented from Sa q%arlk Place.

7 Pt (me Radurie
« {§am flopabonleng]foedeizn

Picture 11 Picture 12
Signboard and Coffee Shop in front of the FPS
Source: Theptida Silapabanleng: 6 October 2007
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ilding of the FPS: Left Side

-

At the front ing, 4 e two rooms for rent. In 2007, two
entrepreneurs rented these was 0N the left and a Thai dessert shop
—
named “Luk Chan” (5w Jr%e"'frlg t. "he area at the front is used for

parking and sometimes for S e

Picture 14
1% Floor, at the front: Left Side: OnArt Gallery, Right Side: Thai Dessert Shop “Look Chan”
Source: Theptida Silapabanleng: 6 October 2007

To the left of the OnArt Gallery, a ramp and stairway lead into the inner area
of the FPS. There is an old FPS signboard over the door.
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'Iapabanleng:‘ébetober 2007
The 1% floor “' 1S a wnde space used as a storeroom for FPS
activities and a backdoor g @ nArt _}Ilery and a gateway to the Sagarik family

residential area.

Picture Picture 17 " Picture 18
1% floor;\.éateway to Sagarik family residential a'::&a and storeroom
Source: Theptida Silapabanlengi6 October 2007 and 21 June 2008

AUEINENINEINT

Next to‘the storeroom is the Office of Traditional Thai Music Club: Luang
Pradit ﬁ asional music
classr %mﬁﬁ ﬂﬁhﬁu g‘Iﬁ ?lﬁau)ﬁn ﬂnltor linked to
cameras in key positions of the FPS.

On weekends, this room is usually occupied by Ms.Thanyarat Sagarik as
representative of the FPS to welcome visitors. Activities related to the Traditional
Thai music club; from admission to monthly school fee payments are conducted here.

Musical goods like CDs, DVDs and souvenirs of the FPS are also available in the

same room.



Picture 19 Picture 20
1% floor: Open offlce doa} {f the shop-window behind.

Source: TheptldMQabanleng )07 and 21 June 2008

: g‘ﬁ\\\ g
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' ﬂé&@ioe ' M@arm agarik
representative ofthFPS wem-x_nsnors every weekend.

"\ Source: Theptida Slfapabanleng_mbgéow

Dﬁ*——f. v
Next to the offﬁa on the left is ut S-UjRuan Banleng with an

empty space for activities and the parking area of the Sagarik family.
‘a LY

Picture 22 Picture 23 Picture 24

Exit Empty space Parking area
from the 1% floor next to Ruan Banleng behind Ruan Banleng

Source: Theptida Silapabanleng: 21 June 2008

57
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The first floor of Ruan Banleng is used for various functions. Because of the
breeze, it sometimes functions as a dining or resting area for the Sagarik family and
guests. During activities, this area is used for the preparation of volunteers,
conferences, stage performances and music rehearsals, and occasionally of the Kophai

band (aeaussnals).

e T epUd’a Sllapaéénle'ng 6 October 2007
Part of the 2" floor s rentéd by ﬁ;‘gﬁutona,l school Kumon (aues). There are

aJ ’ n"f_gl ni
two Sagarik family rooms and aWIde spage—functlonmg as a storeroom. This area

1\4.-._

holds large quantltleg of cassettes VDOs musical mstIuments luggage and other

objects necessary fg _;F’ FPS activities. A wooden dUUr‘@darates the Kumon School
from the Sagarik famil y area.

o L

Picture 26 Picture 27 Picture 28
2" floor storeroom
Source: Theptida Silapabanleng: 6 October 2007

The entire 3 floor is the Sagarik family residential area including two
bedrooms, one dining room, one living room and one kitchen. The living room, called

“Hong Sam Ran” (#esdsey: literally ‘room of happiness’), is important because it
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functions as the office of the Secretary-General of the FPS, as a conference room and
as the living room of the Sagarik family. Generally, the 3™ floor is considered a
private area. For security, only relatives, permitted visitors, privileged guests and
volunteers are welcome on this floor. However, as the FPS is always open to the
public, all guests are received on Ruan Banleng’s first floor.

The 4™ floor includes two rooms 61:/?8 Sagarik family and one spacious room
functioning as a storeroom. The altars aré‘ pj‘a/?'i;q,at the wall and that area is in the

middle part of the room. There are altars for Buddha images, statues of gods and a

space of offerings. The storeroom.on thfs floor houses precious items. To the left side
of the altars are many ty{] hai.and Enternational musical instruments from Piphat
instruments to Southe a “‘Vmu‘,slical':iqstruments such as Khim (dulcimer), Sitar,

Tabla, Vina, etc. Somefarefused for.musical performances and others are museum

s i \S &
’ 4
. *y

ieces.
p idd

LT L

— i

St T ——
i’—"—m{n:.—'

Picture 35 Picture 36 Picture 37
4" floor Storeroom musical instruments

Source: Theptida Silapabanleng: 6 October 2007
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This room also functions as a music library with many kinds of audio

recordings like early phonographs, casettes and CDs.

— i R—

roqrﬁ\AuﬂtQ@;;e
Silapabanleng 6 October 2007

-
e
-

j erview: 12 August 2007) revealed
o A
ar a,ndmus? open to public access to traditional Thai
music information. The FPS cks,ﬁéff:éjr | finances for this plan.
VR
The entire 5" floor is used for msmﬁs of the traditional Thai music club.
. oo

Space separate froif)' he teaching a ores _educational’ media. Restrooms and a

Picture 39 Picture 40 Picture 41
Teaching area

Source: Theptida Silapabanleng: 6 October 2007
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Picture 42 Picture 43
Snack corner "’/’ Educational media
Source: Theptida Silépébaﬁ]_eng: 6 October 2007

)

Every part of the. bundlng was carefully designed for the greatest benefits to
the FPS. Each space seives different purposes; residential area, teaching area, activity
area, rental area. Each m/‘:fthls bU|I§|ng has a telephone connection. The facilities
enable the FPS to act itie m I|ne W|fh its objectives (Malinee Sagarik, personal

communication: 19 Septe D 2007) 5‘ .

3.3 Concept of Transmi 3|o andReprod{actlon of Traditional Thai Music of the

Foundation e T ifﬂ

:f "

et EF gl =28

The FPS gmdt—:lmes for transmitting traditional '[fhal music summarized here

are from the wewpc/ ints of Luang Pradit Pairoah’s de“Scendants First, to pass on
traditional Thai musie; both academic knowledge and-human resources are needed
(Anant Narkkong and Asdavuth Sagarik, 2006 123).

Second, in focusing on human resources, descendants, disciples and volunteers
shouldkeep'in mind the impartance of cultural transmission. Specifically, Khunying
Chin Silapabanleng stated: “To produce musicians, music teachers and music scholars
is extremely important” (Chanok Sagarik, interview: 22 June 2008).

Malinee also emphasized this concept.

“We do not use musical knowledge as a professional career because it is hard
to earn a living nowadays. However, we pass on traditional Thai music as teachers.”
(Malinee Sagarik, 15 December 1990, cited in Wimala Siripong, 1991: 176)

Asdavuth Sagarik also added:
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“The Foundation school is ongoing, because the most important thing is to
produce people ... to teach them the viewpoint, the vision, to be open-minded and to
have the intelligence to choose what to accept and what not to accept, because in the
future, they have to be the people who take care of these things.” (Asdavuth Sagarik,
interview, cited in Music Journal, 2007: 79)

Third, Thai musicians need to be open-minded to work with the outside world
As an adaptive characteristic of outside~ cultural interaction now rapidly and
drastically influences Thal society, traditional Thal music will gradually disappear.
Khunying Chin Silapabanleng had the wvision that the continued existence of
traditional Thai music-depends on access by people in"'many fields (Anant Narkkong
and Asdavuth Sagariky2006: 124).

Fourth, the use" of technology;ins important for traditional Thai music
transmission. Khru Chanek Sagarik said.in an interview;

“Nowadays, we arg in the era of giObaIization which is an era of a high level
of connection with the world community-ceordinated through communication and
new technology. Therefore the-diverse forrﬁs Nd"f customs and cultures of each nation
are mixed together until they €annot be d'iﬁ&entiated, like water which floods in
torrents into our country-untilitis full. I therefore have the idea that if Thai culture
acts like “oil” which resists mixing, the large quantity of water will surely fan the oil
away until it disappears. But in contrast, if Thai culture acts like “salt” which can
dissolve in water while,still-maintaining-its-Saltiness,as-befores-Thai culture should be
able to survive.” (Chanek Sagarik, ‘Interview: 15July 2007)

Fifth, traditional Thai music*transmission<and reproduction-of the FPS are not
conducted for commerelal purposes: Khru Chanokgsaid in an intesview:

“There are many aims of reproduction: to preserve, to develop and to transmit.
As far as my work in cultural preservation is concerned, reproduction is for the sake
of Thai music, not for commercial purposes.” (Chanok Sagarik, interview: 15 July
2007)

This concept is also emphasized by the Secretary-General.
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“The FPS always runs activities to conserve traditional Thai music. So profit
is not the first priority of concern.” (Malinee Sagarik, personal communication: 31
March 2008)

Sixth, the FPS has to initiate useful activities for the public.

“The FSP is like a charity fund. No matter how or from where we get co-
operation, we use the funds to return to society creative and effective works. That is
the thing we always do.” (Malinee Sagarik,~personal communication, 14 August
2007)

Seventh, the FPS has~to run activities by teamwork. Malinee Sagarik
explained the primary-working.method and how to behave with groups of people in
the foundation.

“Our place is open to'the public. Hére, people assemble to share their fondness
for traditional Thai music/and activities. \We do not consider ourselves as commanders
who everyone must follows \\/e initiate activities and we work together with different
groups of people. That is the way: we keepon working.” (Malinee Sagarik, personal
communication, 14 August 2007) M

Finally, one aspect that-all keep always in.mind is the same as Luang Pradit
Pairoah’s principle of-teaching. That is-to pass.on-traditional Thai music together with
instruction in moral behavior and ethical lessons (Sanan Silapabanleng, 2001: 6-7).
On this point, Khru Chianok stated in his article:

“| tried.te produce human resourees-intraditional Fhai-music following Luang
Pradit Pairoah’s aim’of-producing“musicians who-are qualified both in musical skill
and personality as they did at Ban Bat in the past.*(Chanok Sagarik; 2001: p.67)

The historical background to the establishment of the FPS shows that
traditional Thai music transmission is related to the social context. One significant
change is that its status became more formal because it has to comply with the law. In
the past, activities were initiated by Luang’s Pradit Pairoah’s descendants, disciples,
and sometimes outsiders. Nowadays, musical activities are offered to the public in the
name of the FPS. It helps to clearly separate who or what organization runs activities.
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In terms of system, the establishment of the FPS can be considered as an
important step in musical development. It was set up by people who shared the same
attitudes at that time. In terms of management, the clear organizational structure is
different from music schools in the past. These factors significantly relate to each
other which are important for traditional Thai music reproduction in new system
(Anant Narkkong, E-mail: 12 July 2007).

The interviews clearly reveal the interviewees’ approaches to the concepts of
cultural transmission. Fe produce human resources in the field of traditional Thai
music is the first priority. Eurther Goncepts consist of offering traditional Thai music
to the public, not running agtivities for commercial purpeses, adaptation of traditional
Thai music to new teehnalogy, initiatibﬁ of useful activities for the public, and

running activities by teamwaork. s

In conclusion, since 1981.to the prééent, the FPS has continuously conducted
activities. It is a private organization run byiﬁé"descendants of Luang Pradit Pairoah,
his apprentices and volunteers who together"uphold the main objectives of conserving
and promoting Thal traditional-music-in-both domestic.and ihternational contexts.



CHAPTER IV

TRADITIONAL THAI MUSIC TRANSMISSION
AND REPRODUCTION OF THE
LUANG PRADIT PAIROAH FOUNDATION: ACTIVITIES

Asdavuth Sagarik stated the imperiance of running activities of the Luang
Pradit Pairoah Foundation:

“It can be compared with-the human body. Our body is stronger because of
new convenient place. IT we have a strong body but do nothing, the body will surely
become weak.” (Asdavtth Sagarik, interview, cited in Music Journal, 2007: 79-80)

This chapter will focus on fouf main types of activity initiated by the
Foundation of Luang Pradit Pairoah (So}n Silapabanleng): music teaching and
learning, the Wai Khru ceremony;, musical Com‘petitions, and occasional activities.

4.1 Music Teaching and Learniig

The traditional-Fharmusic-club-of the FPS was established in 1982. The main
activity is to provide music teaching for the public. The music course has to be
formed as a music club, not a school, because running courses as a school would
require the FPS:totorganize'music classes as achusiness;wiiich:contravenes the charter
of the Foundation (Wimala Siripong, 1991:7101). The music club has been run by the
Sagarik.family since the beginning., The whole, process from.the.admission system to

the teaching methaods is‘carefully-organized.

4.1.1 Admission System

Members have to pay both a membership fee and a tuition fee. From
2007 onward, the membership fee is 1,000 baht per year and the tuition fee is 500
baht per month. Any members absent need not to pay for missing class. The FPS has
no sideline income but the music club has been continuously opening and the
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expenditure is to cover the cost of water, electricity and teachers. (Thanyarat Sagarik,
interview: 6 October 2007)

4.1.1.1 Criteria for Admission

Though the criteria are stated in the admission manual,
whoever wants to join the club has to pass an interview. Khru Chanok Sagarik
explained the 4 objectives of the interview.

First, members musi-be mativated by a desiie to learn traditional Thai music.
The music club does net accept-students whose parents forced them to study. This
concept of Luang PradiePairoah is “teaéh those who need it.” Even though there are
not many members, good quality music;knowledge Is willingly provided and new
comers continue to join. ‘

Second, students themselves ShOl_.Ud__: realize the advantages of learning
traditional Thai music. AT they study Th;ai_ music because of social pressure or
popularity, they might quit when they are '-;tq'dr_"ed or discouraged from practicing. If
students keep in mind the advantages of learning traditional Thai music, they are
unlikely to quit studythg and will continue practicing.

Third, students have to give the reason why they want to learn. This process is
conducted for two reasons; to check the attitude of students and their parents, and to
classify them into the appropriate type of ‘members. For example, lessons for those
who learn music for. relaxation are more flexible than those who study to become
teachers. Some people want to study a short course in order to perform while staying
aboard:

Fourth, following Luang Pradit Pairoah’s concept of music teaching, members
of the music club are considered as disciples in the traditional way. For teachers,
disciples are like their own children (Malinee Sagarik, Interview: 22 June 2008). The
teacher has the right to give them music lessons, together with lessons in etiquette and

ethics.
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4.1.1.2 Types of Members

There are five types of member; Al, A2, B1, B2 and C. Al
type is new member. Most new members, no matter how much experience they have,
start in the Al type. A2 type is provided for Al type students who need special
lessons to enhance their development. B1 type is provided for members who do not
have time at weekends and need to take individual class instead. B2 type is provided
for people who have speeial aims such as- performing on special occasions, or
performing aboard. C type~is provided for members who aim to become music
teachers.

The C type member is not opened to the public. Disciples who receive
approval will be asked ifithey are Willingit'-t') teach. They have to practice teaching Al
type student’s classes. The quotation below states Khru Chanok’s point of view about
the C type. v

“To produce music teachers, we hax{e;:__to teach them to be both good musicians
and good teachers. Attitude is-the first thin'g to' be concerned. Some musicians have
musical proficiency but do._not have teaching skills. Moreover, they have to
understand the congepts of the music club of the Luang Pradit Pairoah foundation as
well.” (Chanok Sagarik, interview: 22 June 2008)

4.1.2 Courses Offered
4.1.2.1 Types of Class

The music club teaches both Piphat instruments and stringed

instruments. Instruction in other musical instruments such as Sitar (imn5: Indian
stringed instrument) Saung Gauk (wesfien: Burmese harp), Gu Zheng (In&s: Chinese

stringed instrument) etc., is provided. On this point, Khru Chanok added:
“Music is about sound. No matter what instrument you use, you can play
traditional Thai music. For example, you can use western musical instruments but

play traditional Thai music.” (Chanok Sagarik, interview: 15 July 2007)
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In practice, Khru Chanok adjusts and creates playing methods suitable for
traditional Thai ensembles. For example, the scale was tuned to the Thai music
standard. New music theories are developed. Nowadays, these adapted instruments
can join traditional Thai music ensembles in harmony. These special instruments are
not listed but courses are opened depending on the needs of learners.

Traditional Thai dance was previously part of the program but has now
stopped permanently, because the club had.toinvite outside teachers and the expense
could not be covered by tuition fees alone. (Thanyarat Sagarik, interview: 22 June
2008)

From observations in«2007 and 2008, opening classes were offered in the
Khim (@u: dulcimer), Jakhe,Sor-Duang, Sor-U, Gu Zheng, Ranad-Ek, Ranad-Thum

(szwaiiu: low-pitch xylophone (Morton, 1'9:76: 242)) and Khong Wong Yai (#fesslun:

large circle- gong (Morion, 1976: 241)). “M.ost people are interested in studying the
Khim. The quantity of students here is probf"that “Khim” is the most popular music
course among members. 2/ :
“Actually we provide classes for all ins"tl'fsuments but the fame of the traditional
Thai music club here.is the KRim course. That IS why.visitors will sometimes see only
Khim students and misunderstood that we teach only the Khim.”
(Chanok Sagarik, interview: 22 June 2008)
At the beginning, there are many teachers. Most were disciples of Khunying
Chin Silapabanleng and|KhruiBanleng Sagarik! Someyof the:original teachers have
passed away orgquit teaching at the club (Chanok Sagarik, interview: 22 June 2008).
These teachers.volunteer_to teach, and, get no.compensation at all,” other than a meal
and traveling expenses'(Thanyarat'Sagarik, interview:' 6-October 2008). At present,
Khru Chanok Sagarik is the only teacher teaching stringed instruments for all levels.

Khru Tossaporn Tassana (agnewns visuz: music teacher) is the only teacher teaching

Piphat instruments for all levels.
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4.1.2.2 Class Schedule

The number of members is large in comparison to the number
of teachers. Therefore, the club schedules different classes as in school. Piphat classes
are provided every Saturday morning from 10.00-12.00 while stringed instrument
classes are provided in both weekdays and weekends. A day off on Wan Phra as in

the Ban Bat tradition has been abandoned. Belowsis the schedule for 2008.

Saturday 10.00-42°00 . Piphat (all' levels: at Ruan Banleng)
10:00-12'00 Khim-B1 (individual class: on the 5" floor)
Sor'fBl (individual ¢lass: on the 5™ floor)
134004500 * Gu ;Heng-Al (beginning level: on the 5" floor)
15.00-17.00+ Khim-A1 (intermediate level: on the 5" floor)
18.00-20:00 - Khim"-AZﬁ_(intensive class: on the 5" floor)

Sunday 10.00-12.00 Khimi—}}\_l (advanced level: on the 5" floor)

13.00-15.00 Khim-A_T(.beginning level: on the 5™ floor)

This schedule“is for A1 members. Al type students must attend music class
following a schedule<The teacher will observe and promete them to higher levels as
their skills develop. For those who are skillful and need more development, special
classes are provided. For A2, B1, B2 and ‘0ther instruments, the schedules are more
flexible by appointment. ¢This means students have' individual classes during
weekdays or weekend evenings. Some classes are fixed for a short period and then
changed according to'circumstances. For example, there was a Sor-U and Sor Duang
class forisenior students in the evening during 2007. In the same year, during the
musical competition period, the club also opened special classes for those who took

part in the competition.
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4.1.3 Teaching Area
4.1.3.1 Piphat Instruments

Before the Ruan Banleng period, classes were conducted in a
little wooden house behind Ruan Banle,] Tossaporn Tassana, interview: 21 June
2008). From the Ruan Banleng period on j/,olasses have been conducted at Ruan

Banleng. Generally, beforeﬁass the st_gdents‘Wh’;-come first will set up the teaching

d, everyoneé helps clearing the teaching area.

area. Also, when the clw ,
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Because of the popularity of Khim instruction at the club, the
classes take mofetspace thén ‘other classes. Before ithe Ruan-Banleng period, many
rooms were provided.” From the Ruan Banleng period onward, most stringed
instrument c,asses use, the wide. space, an, the 5" floor of the new building. For
advanced level or‘individual classes (A2, B1, B2), Khru-€hanok sometlmes uses the

office on the 1% floor as a classroom during weekdays.
4.1.4 Teaching Concepts
Khru Chanok Sagarik designed and developed the music curriculum

since the club was established in 1982. All teaching methods come from Luang Pradit

Pairoah’s principles.
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“l set up the music course and designed the music curriculum for the FPS
since its establishment. | have been teaching music at the club ever since then.
Though | have never learned music with him [Luang Pradit Pairoah], I firmly intend
to pass on his work and his determination as much as | can.” (Chanok Sagarik, 2001:
68)

To achieve these aims, Khru Chanok collected Luang Pradit Pairoah’s
teaching concepts and wrote the article pamed “The 18 principles of being Thai

musician of Luang Pradit-Pairoah (Sorn Stlapabanleng)” (ir&nsul8usynislunistinidnin
ausia InerasaalszAng we=(@s Aadluestas)). These 18 principles are the main concepts that

Khru Chanok and other teachers of the FPS keep in mind when they teach. These
principles are grouped into4 sieps; Step 1 #3 things for good preparation” (iseslinsu 3

7), Step 2 “Getting to'know 5 types of sound” (3anludes 5 @iln), Step 3 “5 aspects of
accuracy” (fuuwiugn 5szgas) @nd Step 4 “Getting to know 5 incantations of music”
(Fouduudings 5 da).

Most of the compositions-selected "fo‘r"""'teaching are Luang Pradit Pairoah’s
compositions. However, other Thai compo'sérS" pieces are also used because the FPS
aims to preserve a hroad-range-of-traditionat-Thai-fmusic. Khru Tossaporn mentioned
Asdavuth Sagarik’s advice on selecting compositions for teaching at the club.

“The real material should include Phleng Homromg, Phleng Thao and
freestyle depending on thesteacher.; It ris«chfficulty torselect.the right piece because
students’ basic knowledge is different.”So, simple ‘compositions will certainly suit the
whole class, However, for talented students, the“mare their skills“develop, the more
difficult'pieces I teach them.” (Tossaporn Tassanajinterview: 21.June.2008)

In interviews, both Khru Chanok and Khru Tossaporn revealed that they both
habitually teach Luang Pradit Pairoah’s compositions as the first priority. There is no
specific sequence or selection as the club gives teachers the freedom to choose
appropriate materials for their classes. Normally, the club selects non-ritual and
relatively simple compositions for beginners. Pieces considered easy and melodious

like a kind of Phleng Song Chan include Khaek Borathet (iwasuanusima), Jarakhe Hang
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Yao (aszdunsena), Yawa (aza), Lao Duang Duean (ammasaien), Lao Siang Thian (ainides

iiew) etc.

4.1.5 Teaching Methods

The notation and other educational devices are important because they
function as tools to access. traditional Thai“music in the modern world. On the
notation, Khru Chanok (interview: 22 June 2008) stated:

“Nowadays, students«learn traditional Thai music mostly for relaxation, not
for their career. The modern way of life does not leave much time for practice and
memorizing everything like musicians-_ir] the past. That is why the notation is
necessary for them as a‘reminder.” P

The music club uses the 9-note co‘d_eaas the main system for both teaching and
score recording. There are several reasoné-'W’hy the 9-note code is effective. First,
there is the aim to preserve Luang Pradit"fPairﬂoah’s teaching method. Second, it is
convenient for students with no need to study new symbols. Third, to record scores in
numeric form is more underStandable éﬁd"‘ijsable worldwide (Chanok Sagarik,
interview: 22 June 2008): The details for each type of mstriiment are as follows.

4.1.5.1 Piphat Instruments

Lessons ‘provide both practice and lecture. For practice, Khru
Tossaporn teaches students according to their musieal skill.

“If they have learned the:Ranad, before, | will test themiand give lessons that
suit their level. If they have no experience at all, | let them practice from the start.”
(Tossaporn Tassana, interview: 21 June 2008)

For those who have never studied the Ranad before, Khru Tossaporn has
teaching methods,

“l teach them the basics, like how to sit, how to handle the pair of Ranad

beaters, a brief introduction to the instrument and how to strike the luk Ranad (gnszua:

series of wooden keys on the keyboard hung on the supporting stand of the Ranad).
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Then 1 teach them to play an easy composition. This method gives them self-
confidence and the beneficial impression that they can play easy music at the
beginning. Then they will have the willpower to practice more difficult lessons as
long as they keep studying.” (Tossaporn Tassana, interview: 21 June 2008)

Lectures are not complicated. Most concern information about traditional Thai
music, such as the history of the cgmf)?sitions, biography of musicians, playing
techniques and more etiquette lessons. =~/ /.

“I give lessons about-the manners tﬁatﬁ’ey- should have as good musicians,

A — o —

such as how to treat thiym , how to practice properly and even how to respect
other people both their fei | their parents. However, | could not take these extra

lessons very far becau

sic club, not a music school. The identity of the
club is as a place wher ‘ a'h_joiiénd share what they love to do together.”
(Tossaporn Tassana, interview: 21-June Z@O&)
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' Riphat'Class Every Saturtiay Morning at'Ruan Banleng
Source: Theptida Silapabanleng:.21 June 2008

At the beginning, there are more teachers teaching Piphat instruments. There
are more students who are different in terms of ages, type of instrument and aims in
studying. Piphat classes were provided both on Saturday and Sunday. During the
popularity of the movie “Homrong”, around 2004-2005, many people were very
interested in studying Ranad Ek as a result of the “Ranad fever” at that time. The

class was very lively with active students trying to play the Ranad like “Sorn” (es: the

leading character in the movie) (Tossaporn Tassana, interview: 21 June 2008). A few
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parents who gave interviews also mentioned that their children wanted to learn the
Ranad because of the movie “Homrong” (Ornkanya Hame-Ungura, interview: 21
June 2008). With the decline of the “Ranad fever” from around 2006 onward, the
number of students has decreased. However, newcomers continue to join the class but
the decreasing numbers caused the Piphat program to be offered only on Saturday

morning (Tossaporn Tassana, interview: 21 June 2008).
4.1.5.2 Stringed Instruments

\With  the ~popularity of stringed instruments at the club,
especially Khim classesyeducational media and tools have been created especially for
Khim teaching. |

1)’ Books and Documents
Books; documents and other teaching materials are
created systematically both in theory and in practice. These items are available in
form of music books, audio materials and also e-learning at the FPS website

www.thaikids.com. “Wost of the reading materials are-written by Khru Chanok

Sagarik, for example,“Sor Duang-Sor U Handbook’ (gianséuliingasae-ge4), “Khim
Hanbook: comic edition” (fuasiniay afunasau),“Gu, Zheng Handbook” (fuisiinsagias
(AnAulusnny)), “Saung Gauk Handbook” (sudsinasfinmin (mesien)), “Theory inside
Thai Musicy(Philosophy of=being @ Musician);” oy healuadfhid (Uizylunadwin

ALFT)).

2) Visual Board (Electronic Board)

The visual board is like a box that imitates the Khim. It
has all the playing positions of the Khim. Inside, there are small red lights under each

position. These are connected to buttons outside. To use the visual board, user presses
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the appropriate buttons. Each time a button is pressed, the corresponding light shows
up. The board was designed specifically so that teacher can press many buttons at the
same time. Additional features of the visual board include mobile feature and
briefcase feature. Some models contain loudspeakers to facilitate teaching with
sounds. However, every model is portable and does not need to use electricity.

Picture 49 )
@ 4= Visual Board: sign‘board feature
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look at the red lights shown on the visual board and play the music together.



76

[fii PictureBOdy

Khru Chanok Sagarik usmg thfj\ﬁsual boﬁﬁjefcase model) in Khim class
i

W Source: Theptlda’Sﬂapébanleng 21Juie2008

. " d

-J J \_
3? Computer Software for Music T‘eachlng
ﬁ@

cfare| l'ﬂhfiki s S \tf/l:ef ﬁran’” Jled by Khru Chanok

Sagarik is respoqmlbfe for mventlng compufer software and educational tools used for

music . tpq;pmg Qor@()uter sgftwia;? b@.s_ be@rr »AusEgi net gnix ,for collecting
CompOSIéIOt‘IS!InLéIgIE{i formy’ but alsoas dlstancé teac ing tocLIsur O

[‘u

(a) Pradit Pairoah Software (sensusfszauglning)

This is the self-learning computer software for
Sor Duang. The 9-note code is used as the main teaching method. It received an

honorable mention (:s%azuier) from the National Research Council of Thailand (an34a

wiernd) in 1996 (National Research Council of Thailand, Online: 17 October 2008).
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This software provides different three traditional Thai tempos, Sam Chan, Song Chan
and Chan Diao, for the user to choose. It can display scores both in numeric and
alphabetical form. The program provides the Thai music score, the musical sound, a
menu to playback a composition, to print out a score, to edit a score, to transfer the
data into other storage devices, and to adjust the frequency of each note (Anant
Narkkong and Asdavuth Sagarik, 2096‘: pf)

A
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~ Pradit Pairoah Software: enu"r
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Source: Tﬁ‘e Foundation of Luang Pradit Pairoah (Sorn Silapabanleng)
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the main method. This software was awarded second prize of “the creative invention
award” of the NRCT in 2540. (National Research Council of Thailand, Online: 17

October 2008) It can display a computer graphic of the Khim’s features, sounds and

each position of the strings. In the help menu (Thai language), it provides self-
learning methods like how to use the program and how to write Khim scores. It
provides information on traditional Thai musical theory, and different types of Khim

in Thailand. The text on Khim musical theory is presented using the cartoon character
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Naen Noi (wusides: the little Buddhist novice) as in “Khim Handbook: comic edition.” It

has a set of exercises, and a sample of compositions. The compositions available in
this program range from easy to difficult like Phleng Diaw. With this system, the user

can learn both traditional Thai music theory together with practice exercises.
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Users can als@'ecdrd- y cﬁking at the position of the

hands and each of the I§h|m s strings shown on the monitor. Users can change the

frequency of ﬁhwtye? jfj ﬁdﬁ ﬁa%flﬁl]é’frmdjust the tuning, print

out scores, and ¢ompose an composmons Nowadays, there are three volumes of
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work with all types of soundcard.
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A On the occasion of 72) anniversary of King
Wﬂh the Ntional Culture
Commission, MInIStI’y," of Culture mmﬁuﬂmmﬁumi IBITUUMTNR  naznaneTmiuessy) tO
create a web , 2008: 62). It is a
computer gfaﬁﬁgﬁ%ﬂﬁ fﬂﬂﬂ ﬁ%n display the methods
of playing the anad Ek and the sound of each pitch. Ranad Ek? music theories are
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(Natcha %ocatiyanuruk, 2007: 121)). Sample compositions are provided ranging from

Rama [1X’s birthd

basic to advanced level like Phleng Diaw. Other functions are similar to Phin Pheesua
Software.
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S de dce used in music classes as
portable handy-sized pg;cussmn source. ThIS device provides the sound of the
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made of hard wood with a long cyllndrlcal body (Dhanit Yupho 1971: 43)) and the
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rhythmic' pattern classified by Thai percussion instruments using skin or leather
(Anant Narkkong, 2007: 32)). Users can adjust the volume and speed and also use it

as a loudspeaker. It received an honorable mention (swfamue) from the NRCT in

2000 (National Research Council of Thailand, Online: 17 October 2008).
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oth ractlce and Iectures This topic presents only

al féaéo‘fisﬁsFlrst, Khlm is the most popular class at
- —
,«ihg-m tistable compared with other instruments.

Third, the Khim teachi
most of teaching method
Before the Ruan B

_’gs_;liére_%mo developed than the others. Fourth,
also used.ino %class s

Ieﬁg perlod ere 3 different levels of Khim class:
beginning, intermediate and gd\;ancgd anng level was conducted in the
“Hong Fak Khai”. ‘ﬁhe first lesson mcluded layi EI)ods and the 9-note code.
Students who passeWM the intermediate level in
which more compllcatsh lessons and specia technlqueslwere taught. Competence in
playing traditional Thai‘music using the 9:note code skillfully was required. At the

v ooft] SHOL DIAEIN SN AENS: ant mor

compositions like Phleng Diaw. There was one gecial activity &e'ported by Wimala

e RIANNITU NN TIVNETA E

“At the end of each class, students had to gather in the common room to play

music together. The composition they played was the first piece they learned.
Students who already progressed from the Hong Fak Khai had to attend this session
too.”

This activity was useful as it brought students from different ages and different
levels to play together. It socialized them to have a sense of a music community and
to share their fondness of traditional Thai music.
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From the Ruan Banleng period onward, the classes are almost the same with
additional individual classes if necessary. There are some C level students helping
Khru Chanok as teaching assistants at the beginning level. There is no group rehearsal
because students at different levels have different class schedules. Though there is a
group rehearsal at the end of each class, students are at the same level without the
diversity in terms of age and level as before

There have been some significant o{aﬂ/ges in the characteristics of the Hong
Fak Khai. Before the Ruan Banleng p J’IOd aﬁ'ﬁafuslc classes were conducted in the
area where sacred |tems_l.|-ke’the altars of Luang Pra.dlt Pairoah, pictures of Luang

Pradit Pairoah and Khunym/

a lecture about the bio

N Silapabanleng were worshiped, Khru Chanok gave

'vthese u5|c teachers (Wimala Siripong, 1991: 87).

From the Ruan Banlengsperiod‘o Ward ‘there are no such sacred items in the music

classrooms either at Ruan Banleng 9r o,‘b the 5™ floor. All sacred items have been

moved to a new altar on't floo?' Secf(jnd .Some parents used to participate in the

class by helping the teacher each new sttfgpnts in the Hong Fak Khai. This kind of
participation was seen before thé Ruan Baaf'@f»@ perlod (Anant Narkkong, Interview:
23 April 2008). Later, Khru Chanok set up: ?,nemsystem of teaching assistants. From
then on, part|C|pat|o£| gf parents shifted to C level studemg instead.

Observation dﬂrlng 2007-2008 showed that Khr‘br"lChanok starts practice by

teaching basic information; including how to sit, how.to handle the pair of Khim
beaters, brief information &bout the instrument and how to play on Khim strings. If
Khru Chanok has teaching assistants, he will let them take care of all newcomers.

Picture 58

Teaching assistants teaching new students personally.

Source: Theptida Silapabanleng: 22June2008
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Though the timetable is clear, classes regularly start late, especially Khim
classes as tuning takes time. Khru Chanok starts by letting students play a
composition they have already learned together. After that, he continues teaching the
composition that the students are studying in that class or starts to teach a new piece.
In class, Khru Chanok uses different equipment, including a whiteboard, microphone,

visual board, and Ching, as necessary. 1/ e teaches a new composition, he writes
the 9-note code on the whiteboard. 7?’/

_’
—

AULANEMINEINT

Source: Theptid!’ Silapabanleng#60ct2007 e/

YRIANNIUHNRTINE 1A E

Khru Chanok sings the 9-note code or uses the visual board to guide the
melody. Sometimes he plays the Khim, Sor Duang or Sor U together with his students
in order to guide the melody. Sometimes Khru Chanok sings the melody and his

teaching assistant uses the visual board.
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hin as‘s%istant with the'visual board.

ida Silapabanlieng: 70¢t2007

L] l:|

r i | L] )
Sometimes Khru 0 holﬁls.‘;;e*@ ing to control the rhythm. Sometimes,

his teaching assistants i s”tf_yn%ents like the Ching, the Krab

(nsu: a wooden percussion i "u'_ - pair is eld in each hand (Morton, 1976:
240)) and the Thon-Rammana éf%@é%ﬁm:’-@neans goblet or inverted vase-shaped

drum with a single h&ad, Rammana means‘a small framz_,drum (Morton, 1976: 242-
r —-A j

243)). TE——

Picture 61
Khru Chanok and his teaching assistants playing Ching and Thon-Rammana
Source: Theptida Silapabanleng: 21 June 2008
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During instruction, Khru Chanok pays attention to his students’ playing
methods. If he finds anyone playing with the wrong position or wrong techniques, he
sometimes announces this right away through the microphone or speaks to them
personally. This duty sometimes belongs to the teaching assistants. For Khim playing
techniques, Khru Chanok creates many new exercises to enhance the musical skills of

2

the Khim players. \ \

=

1

Teaching assista_ngg‘:vfﬂg pe_]r’i [ instruction to a small child
~. while Khru Chanok teaches the whole class.
| .
T ~ Source; Theptida Siiapabanieng - 21Jun 2008

- e

The students vvv!te down the 9-note de. Parenf'é-lof some small children write
the notation fo Ejﬁ an use.any follow the instruction depending
on their preferéiﬂ sﬁ% ﬂﬁzﬁ‘:ﬁlﬁ|ﬁ)ﬁ 5d even looking at their
own notebooks.{ul' he development of music skillsdn each student is.different. One key
formant i amineerviens) £ 1 117 VI BT E) B

“Some students start their lessons together but their improvement is not at the
same pace. Whoever goes fast does not need to wait for their friends. Khru Chanok

will let them pass to the next level according to their real progress.”
(Pitchaya Roongrujimek, interview: 5 December 2008)
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The teaching methods in individual classes are described here.

“Khru Chanok teaches musical techniques according to students’ manner,
behavior and musical skill. He always provides proper techniques for each group or
each individual. For example, when | cannot play some difficult Khim techniques, he
teaches me a different playing metho<‘ ;7 in I can play the same song together with

the others using my own technigue.”

:@‘&chayaﬁoongﬁek interview: 5 December 2008)

f ‘h‘-
Parents’ help uyvm/ '

c'scores, in Khru Chanok’s point of view, is
0 young. However, he requires students to write

acceptable when the student
he"he’e‘ds his students to practice recording music

scores (Chanok Sagarik,/in ew: LZzﬂvuﬂfe 2008) However some parents have

specific reasons for helpin '
“My son can write'th notaypn H;‘i&‘ten yé!rs‘old but because | forced him to
learn, | have to help him. Asné result, g!s

guidance and is never willing _to wrlte t@‘.sgptes Sometimes it was me who can
remember the wholgfbelody while my son forgoLsamespg ts.”

L7
T (Ornkanya i?@f& interview: 21 June 2008)

r chlidren .4

ed to only listen to the singing

Picture 63 Picture 64

Students following instruction

by both listening to singing guidance and looking at the 9-note code in their notebook.

Source: Theptida Silapabanleng: 22 June 2008
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During the break, some students keep on practicing individually or in groups.
For group practice, students sometimes use Jang Wa Thai as a percussion source
because everyone wants to play the music together.

Source: T@da S|

.n-‘__,_ﬂ_._,, /

students’ level. For irﬁance at the begi

small children, Khru Ch%nok uses fairy tales and funny stories. At advanced levels, he

e e AL NSNS QR8I o vt

musical techniques. However, at all levels, Khru Ch ives lessons in etiquette,

ol R TNNT19 tran TNy o

However, there are some cases where the club provides the traditional style of

vel vﬂ‘]ere most classes are full of

music teaching, the oral tradition, to students. For example, in individual classes or at
advanced levels where students study difficult Phleng Diaw, the oral tradition is more
effective than using the notation.
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4.2 Wai Khru Ceremony
4.2.1 Concept

The FPS holds an annual Wai Khru Ceremony on the first Sunday in
August as in the Ban Bat period because it s the month of Luang Pradit Pairoah’s
birth. Changes in traditional Thai music affecisthe Wai Khru ceremony as each music
school is responsible for large expenditure foreach-ceremony. Khunying Chin had the
idea that the Wai Khru ceremony must be adapted {0 suit both modern society and
economics. For the FPS, there are changes in many aspects. The first is the form of
the ceremony. The FPS has'two types-of Wal Khru ceremony; the ordinary Wai Khru
ceremony and Wai Khitl ceremonies forépecial oceasions. There are two main parts
of a Wai Khru ceremony; the ritual and ég(ffa activities. Another aspect is the music
used in the ritual; Phleng Na Phat.‘Khunying'-'Chin explained Luang Pradit Pairoah’s
concept. '*'f- 3

rsrda

“Phleng Na Phat is known as ho'lii""mUsic that musicians should not play
habitually ... so when-we-heid-a-Wai-Khru-ceremony at' home, we have never let
musicians play Phleng Na Phat ...we may do so in a big ceremony. However, we
don’t set up a full Wai Khru ceremony as conducted at Ban Bat so we need not play it.
If we play any/of it, we select onlyssome compositions-of<Phleng Na Phat ... because
it is necessary te beware of mistakes.”

(Chin Silapabanleng, interview: December.1985, cited in.Sathukarn, 1998: 30-31)

4.2.2 Location
Since the FPS was formally established, the proper place for the Wai

Khru Ceremony depends on the circumstances and concept of activities each year.
Asdavuth Sagarik stated:
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“At the very beginning, we held an annual Wai Khru ceremony at the FPS.
Later, because of the increase in participants, we moved elsewhere, such as the

Teacher’s Council of Thailand (psann), Kasetsart University (uwianendeinsasdnans),
Sanam Suea Pa (wsvwsawwdern), and Sukhothai Thammathirat Open University

(nwiamenduglaviasssunssa).” (Nikom Sagarik,:2004: 220)

Personal connectionis-an important.factor. For example, the Wai Khru
Ceremony on 16 Augusi-1987 was held at Kasetsart University because the FPS
family members and Khunyiag €hin’s students worked there. In 2004, the Wai Khru

Ceremony was held at Rajamangala Un‘i.versity of Technology Krungthep (wmalulagiss

nema Inenaawmedangann) heCause the FPS hadiconnections with one of its members.

4.2.3 Wai Khru Ceremony Schedule™ ™
The main procedure can be d'ivided into 2 parts; the preparation

process and the Wai-Khru Ceremony day. '

4.2.3.1 The Preparation Process

Preparation cannot be conducted only .on the preparation day
but covers a few months before August. To find the site, the FPS has to contact
organizations, select the most-suitable site and geticooperation before the deadline of
that organization’s budget year. At the same time, the FPS contacts people from
Phithikon and Piphat ensembles and volunteers. In years when the FPS holds a
special Wai Khru Ceremony, volunteers have to design activities too. Extra duties are
organized in advance such as preparing the decorative items, the music performances,

the exhibition, the seminars, the souvenir books, the music awards, etc.
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On the preparation day, volunteers carry out their duties. If the ceremony is
held at the FPS, the procedure starts with setting up the stage and cleaning. At other
sites, cleaning will be the responsibility of the host. The necessary items are similar to
those used in the Ban Bat period, mostly including the ritual items and monks’
accessories. Regularly, the FPS asks for support from the temple from where they
invite the monks to perform the religious ceremony. If that year the FPS has a special
ceremony, there are extra tasks including.the setting up of an exhibition and
registration area and preparation of -other necessary items such as the musical
competition awards, producis ior sale, souvenir Books, compensation for the
Phithikon, musicians™in _the Piphat ensemble and presents for special guests.
Volunteers taking care’of flower decorations are mostly parents of the members of the
music club. Volunteerstwilk'bring Khrueéng Sang Woey on the Wai Khru Ceremony
day. For monks, musicians, special guésté and volunteers, the FPS orders food
delivered from the most canvenient source near the location of the ceremony. In some
years the FPS is supported by both from vOl'ﬁr}teers and the host. At present, there are
no religious ceremonies or musie performéndéé at night as in the Ban Bat period.

Volunteers have to finish theif tasks within the preparation.day.

4.2.3.2 Wai Khru Ceremony day

Normally; wolunteers:start' work around-6.00 am on the Sunday
morning. The tasks that volunteers must finish before the ritual begins include
preparing food.for-the, manks. and ,participants, -and, setting-up~the, Khrueang Sang
Woey on stage, the'registration area and the' FPS shop.' The religious-ceremony starts
around 7.00 am. The musicians then prepare the Piphat ensemble. The FPS receives

support from many Piphat ensembles such as “Sit Ban Bat”, “Sit Sorn Thong” (fudes
nas) and the Piphat ensemble of Royal Thai Navy (Anant Narkkong, interview: 16
December 2008).

The next activity starts around 9.00 am. The FPS selects a Pithikon from

among the teachers based on three criteria; having been a student of Luang Pradit
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Pairoah’s students, being alive and seniority. At present the FPS uses the version of
Ongkan Wai Khru that combines both Luang Pradit Pairoah’s manuscript and
Khunying Chin’s notes. Khunying Chin’s list of Luang Pradit Pairoah’s students who
got his permission to use the Ongkan Wai Khru is:

“Khru Ongkarn Klibchuen, Khru Phim Nakranad, Prof. Dr. Uthit Nagasawat
and Khunying Chin Silapabanieng. We ‘received Ongkan Wai Khru in order of
seniority ... Those whao.later got the Ongkan-Wai Khru include Khru Sawit

Thabthimsi (ezsia vivfinds), Khiu Subin Chankaew: (agafu sunsuta), Khru Prasit Thawon,

Khru Somphop Khamprasoet,/Khru Surapel Chanthrapat (azgswa sunnilad) and Khru

Uthai Kaewla-iet”
(Chin Silapabanleng, interview: December 1985, cited in Sathukarn, 1998: 25)

Khru Uthai Kaewla-iet has been d_o'i;ncj this duty over the last few years. The
ritual is similar to what was done at Ban B_eit“thpugh there are some changes. Written
evidence that can be used as referefice, called__“'l_'he form of the Wai Khru ceremony”

by Khunying Chin Silapabanleng, details the éelquence of events.

Partl Invocation and worship of music teachers, both the gods of music and human

teachers who have already passed away

1 The Phithikon starts the procedure by lighting a pair of joss-sticks and
candles 'to" pay "hamage o, the “Triple Gems. iThen he (recites:a réligious verse of
apology #or all mistakes. The Piphat ensemble plays “Phleng Sathukan” (iwassgms).

2 Master leads the attendants to worship music teachers by speaking sacred
words asking for all auspicious lucks like happiness, peace and safe. Piphat ensemble
plays “Phleng Sathukan Klong” (iwassigmsnaaa).

3 The Master leads the participants in worship of the gods of music. The first

round includes Shiva (wsfn: w3a wizdens: one of Hindu gods), Vishnu (wszwishwal: one of

Hindu gods) and other deities. The Piphat ensemble plays “Phleng Klom” (iwasnaw: a
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composition played specifically for Shiva), “Phleng Phlae” (wasunaz: @ composition
played specifically for the Garuda (ayn), Vishnu’s vehicle), and “Phleng Tra Sanibat”
(wasaszduiiune: @ composition referring specifically to the gathering of deities)

4 The Master continues leading worship of another god of music, Phra Panja
Sikhon (wssifgagusal). He then dedicates the Khrueang Sang Woey to the god and asks
for a blessing. The Piphat ensemble plays+“Phleng Tra Choen” (wassas=i3y) and
“Phleng Tra Thewa Prasit* (imasaszininiszans:-a-eomposition referring to the blessing
from the gods.)

5 The Master continues leading worship of other gods of music; Phra Vishnu
Kam (ws:Awmnssw), Phea Panja Sikhon‘. apd Pra Para Khonthab” (wszUseusssw) to
receive the Khrueang Sang Woey. The Pipnhat ensemble plays “Phleng Bat Sakunee”
(wasmand), “Phleng Samog Kham Samut™ (wansuatiwsyns) and “Phleng Tra Phra
Para Khonthab” (iwasaszwigilsausysn). '

6 The Master invokes ‘“‘Phra Rasiv"iil'ewdjn.Ong” (wszm@7asd: the seven hermits
whom musicians worship as another groupf'oil‘-sgods or music teachers). The Piphat
ensemble plays “Phleng Samoe Then” (me;éﬁa_l;;%) and “Plairam Khao” (waswsnaniidn).

7 The Masterinvokes other unspecified gods of music and music teachers.
The Piphat ensemble plays “Phleng Damnoen Phram” (iasdnfivwswal)

8 The Master leadssparticipants in worship of the gods of music by dedicating
various kinds of offerings: flowers, scented articles, etc. The Piphat ensemble plays
“Phleng HO” (iwasinnz).

9 The Master leads participants in worship_ of music teachers who have passed
away by reciting their names. Their spirits are also invited to accept Khrueang Sang
Woey and to give a benediction. The Piphat ensemble plays “Phleng Samoe Sam La”

(waaswaswan) and “Phleng Rua Sam La” (wassasuan).
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Part2 Invoking and worshipping “Phra Phirap” (wszAsmw)

The Master again lights joss-sticks.

1 The Master leads participants in reciting sacred words to invoke Phra
Phirap. The Piphat ensemble plays “Phleng Ong Phra Phirap Tem Ong” (iwasesfwszd
smidnasd). This song is sometimes called *Phleng Ong Phra” (wassesdwsz) or “Phleng
Khuk Phat” (wwasgnwing).

2 The Master invokes-Phra Phirap, dedicating joss-sticks and candles. The
Piphat ensemble plays “Phleng Samoe Man” (wassaanns). During this activity, the

Phithikon’s assistants will help him/make sacrifices.
Part3 Dedicating musical instruments to the gods of music

1 The Master leads participants |n __feciting sacred words to dedicate the
offerings to the gods of music. The Piphat ensemble plays “Phleng Nang Kin” (wauks
fin).

2 The Master leads-participants—in-reciting-sacred words to dedicate the

offerings to Phra Phirap. The Piphat ensemble plays “Phleng Sen Lao” (waswtumnan).

During this activity, there may be a musical performance or traditional dance in order
to worship the/gods afmusic.

3 The Master informs the invited gods and music teacher spirits of the removal
of Khrueang.Sang Woey.

4 The Master nvites gods-of imusic and all Spirits to'resume their places or

leave the ceremony. The Piphat ensemble plays “Phleng Phram Ok™ (waswswasioan)
and “Phleng Samoe Khao Thi” (wsssuaiind). When all Khrueang Sang Woey have
been removed from the ritual area, the Phithikon sprinkles Khao Tok (d1aen: popped

rice), flowers and consecrated water over the musical instruments. The Piphat

ensemble plays “Phleng Proy Khao Tok” (waslusadniaan).
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5 The Master sprinkles participants with consecrated water and makes
auspicious marks on their foreheads, giving them auspicious leaves and reciting magic

spells. The Piphat ensemble plays “Phleng Krao Ram” (iwainsasn).

(Chin Silapabanleng, 1987: 17-18)

As the Wai Khru Ceremony is full /of.symbolic actions and oral messages,
especially during the ritual ‘process, the FPS.needs participants to understand the
concepts and meaning of the ritual. To facilitate this aim, the FPS provides sheets
containing the sacred words-and-ranslations for the participants, which everyone will
get when they arrive at the‘registration area. The sheet allows people to easily follow
each step of the ritual and recite the saered words together. Moreover, the FPS
provides a special narratorhalding a miéfophone. When the Phithikon conducts the
ritual, this narrator has_ the responsibility‘lo_f explaining the meaning of every step of
the entire procedure and giving guidance ab:ou"'t the correct practice. At the beginning,
Khru Chanok took this duty. At present,'_;tl_'ﬁejnparrator is Anant Narkkong. By this
method, the FPS has found an effective wayfto.i'ink people in the modern world to the
traditional ritual. (Anant Narkkong, intervie.\'/v'.:_ 16 December 2008)

After finishing all the parts of the Ongkan War Khru, the next step is the

Khrob Khru. Khunying Chin considers the extreme importance of this process.

“It seems" like® people’ newadays may think that™if they have musical
knowledge, they also have the right to teach...To be music teachers in the past was so
influentialthat-many criteriacare:set upjto screen-them g.jtheysmust jbe reliable and
trustworthy and uphold the code of ethics for teachers. Then that person can attend the
Khrob Khru process and become a teacher”

(Anant Narkkong and Asdavuth Sagarik, 2006: 195)

In reality, after the Ongkan Wai Khru ceremony, most participants, both
musicians and non-musicians, will stay for the Khrop Khru ceremony. Sometimes the
number of participants is such that the FPS must provide one or two assistants to help
the Phithikon to conduct the Khrop Khru.
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“It is hard to find musicians to attend the Khrob Khru at the advanced level,
especially members of the FPS. Stringed instrument musicians are more numerous
than Piphat musicians. Most of them are beginners and not many become professional
musicians who need to pass the advanced level of the Khrob Khru for accreditation.
Some attended the advanced level of the Khrob Khru at the FPS’s Wai Khru
Ceremony but are musicians from other schogls.”

(Anant-Narkkeng, interview: 16 December 2008)

Not only musicians have.the right to atiend this process but others can also

join this activity for good luek. One of Luang Pradit Pairoah’s descendants revealed:

“It is said thatsthis/process brinés prosperity and good luck. Anybody can
attend the Khrob Khru as long as they :r_eas-pect the tradition. Even if they are not
musicians, at least they get sense of faith in traditional Thai music.”

(Inthira Sila}j'ébNanleng, personal communication: 2008)

The ritual part normally finishes around noon. After that, volunteers will clear
the space and set up the-stage-for-the-next-activities=Hua-Khon, Khrueang Sang Woey
and other sacred items are removed while new furniture or necessary items are
brought in. During this process, people can attend activities around the area. For
example, thereis & shepiselling variousproducts fromaudiosCDs, teaching media to
goods like T-shirts, books, bags, €tc. Some 'years people can enjoy an exhibition
where different. kinds_ of. information,  historical *documents and music items are
displayed.

In the afternoon, some years the FPS holds seminars and musical
performances or brief instruction about traditional Thai music. One example was the
Wai Khru Ceremony in 2004.
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“We had seminars in the afternoon. The first topic was Luang Pradit Pairoah
in the memory of his students. Three disciples we invited were Khru Maitri Phumsano

(rglusd  wuwwwny), Khru Angun Bua-iam and Khru Uthai Kaewla-iet. Sanan

Silapabanleng. One of Luang Pradit Pairoah’s sons was also invited ... The next topic
was behind the scenes of the movie. The guests included Itthisoontorn Vichailak (ans

quns adesnwal: director of the movie Homrong),musicians from the Korphai Band who
worked on the movie such as Chaibhuk Bhutrachinda (usnas smsauan), Anant Narkkong,
Asdavuth Sagarik, and“Narongrit-Tosa-nga (mussdnus Wad: one of main characters in

the movie). Moreover, there were musical performances by the Korphai Band and
Khim ensemble of members of the music ¢lub of the FPS directed by Khru Chanok
Sagarik.” (Nikom Sagartk, 2004: 221)

4.2.4 Wai Khru Ceremony on Speciél Occasions
Some years, War Khru ceferf;any of the FPS includes a special
occasion. The format.is similar to the annuél ‘Wai Khru ceremony but provide special
additional activities, tnctuding religious rituals, exhibitions, seminars, and various
types of musical performance from ancient Piphat ensembles to contemporary Thai
music ensembles. VVolunteers and outside support increase in both quantity and quality
as seen in the following examples.

The first was in 1981. That year the FPS celebrated Luang Pradit Pairoah’s
100™ anniversary Jwith, a-Wai Khru.ceremony -and, ,other ,special activities at the
National' Theater. In 2001, the FPS ¢elebrated the 120™-Anniversary of three Thai
music masters, Prince Paribatra (yanszwsiensising), Khru Jangwang Thua Phatayakosol

(rgaemaria wnelneia) and Luang Pradit Pairoah (Sorn Silpabanleng) as they were all

born within the same year, 1881. The year 2006 was the 100™ anniversary of
Khunying Chin Silpabanleng. The FPS set up ceremonies and events at different
places all year long. The Wai Khru ceremony that year included activities in which

the life and works of Khunying Chin Silpabanleng were the main theme.
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When the FPS holds a music competition, the Wai Khru ceremony of the
following year will include a musical award granting ceremony. One reason why the

foundation holds these activities is:

“No matter what, the FPS has to hold the annual Wai Khru ceremony and
provide activities for participants: So we just make it more special by staging the
award granting ceremony in. the afternoon as-one-of our activities. This helps us to
save lots of expenses. Se.far,-s0-good; ‘and we-do-need not to hold activities twice.
People both receive a blessing from Wai Khru ceremony in the morning and join a
memorable event in the aftepnoon because it is considered as a royal granting
ceremony.” (Malinee Sagauk. intenview: 22 June 2008)

For a Wai Khru ceremony that inci'ydés a music award granting ceremony, it is
necessary to find a site with the facilities to' accommodate participants in the Wai
Khru ceremony, hundreds of students wh&'}e_ceived music awards and their families
who want to witness this memorable event.ﬂ—,}\lgrmally the FPS publishes a memorial
book of this special occasion. The main the'rﬁér'df the book.is the Wai Khru ceremony,
the music competition-and-detatis-about-ali-siudents-receiving music awards. The Wai
Khru ceremony included an award granting ceremony in 1987-1989, in 1991 and
most recently in 2008. Some activities are still included like the exhibition and music
shop while somie cmight; be, removedasuch:-as musical, perfarmances and seminars,

because the music award granting Ceremony takes at least a few hours.
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4.3 Music Competition

The Secretary-General of the FPS always mentions the King’s proclamation
“To preserve culture is to preserve the nation.” Music competitions are an alternative
activity that can achieve the aim of the king’s statement and FPS principles. Because
children are considered the future of the nation and to preserve culture is to preserve
the nation, it is necessary for young people whorlearn traditional Thai music to have
an opportunity to gain experience in performing; developing and improving their
music skills.

The FPS has three types of musical competition; the Waew Dontri Music

Competition (nsdsznan“wdanusi’ ), the Thai Music Competition for National Security
(mstszninausiinaitenwsigheaegind) and. the. Sornthong Thai Music Competition (nns
Usznausninseusiding “ammes’?), called “Sornthong” for short.

Each competition is described. in ter'('ns"“-of the aims and general information of
the competition, the process of the corhﬁeiigi_on, and results and feedback. Each
competition has its own concepts and uniq_uE n{anagement. These competitions range
from small events like Waew Dontri to the n.at_iaﬁwide scale of Sornthong. Though the
Thai Music Competition for National Security was also held nationwide but has been

permanently abandoned.
4.3.1 Waew Dontri Music Competition
43441 Aimis and General Information

This competition aims to develop and enhance the musical
skills of the members of the traditional Thai music club of the FPS. It was first held in
1999 when people all over the country celebrated King Rama IX’s 72™ birthday. The
dates of the competition are not fixed, depending on agreement among FPS
committees, so the schedule is variable. The second Waew Dontri Competition was
held on 29 April 2007. The first competition was open only for Khim. Later, Kojeng
was added.
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The competition is strictly limited to members of the music club of the FPS.
There are two levels; yellow (easy) and blue (advanced). Other regulations given in
the application manual refer to general information like how to apply, compositions
and notation, criteria for final judging, types of award, etc. The format of the notation
is unique. As competitors are stude{fv/w the music club of the FPS, the 9-note

code is used.

ity |i.‘*'"a1 bw-
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the schedule.

The right to enter the Waew Dontri Music Competition is strictly limited to
those who have passed the test of the music club and received a card showing the
level of musical skill. Members who want to enter the competition have to get a letter
of approval from club teachers. Non-members must also be approved by the club

committee. The competition is in two rounds. The first round is conducted not from
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demonstration tapes or CDs but from live performances. Winners from the first round
have to perform again in the final round.

The atmosphere of the final round of the Waew Dontri competition is different
from other activities of the FPS, because it is an internal activity. Participants are
members so extra activities, such exhibitions and sales, are unnecessary. Though the
competition is held at an outside venue but there are no public announcements.

The latest Waew Dontri Competition in 2007 was different because it was set
up after the renovation of+Ruan Banleng. So-theseompetition was held at the FPS.

Also the competition continued the main theme of-Hom Rak Homrong occasion (su
Tuusntualss), another activityof ihe FPS of around the same period. Preparation was

more concerned and a new form of teamwork management was planned because the
activities were no longer only for insiders but became a cultural space for the public
(Asdavuth Sagarik, inteaview: 1 Aprif 2009)-.. The evidence is that it was combination
of a music competition and relaxation activities, Parents formed the audience and
volunteered for other duties, Somée parents'b'foyght food. Children got a chance to join
the competition, to watch their friends perforﬁrl'ﬁ on stage and enjoy food and drink
provided. =

When the competition starts; one competitor at a time plays on stage with two
percussionists playing Ching and Thon-Rammana. Competitors can bring their own
percussionists or ask for percussionists from the FPS.

The Judging |Committees include<old’ students) from=the FPS who are now
professional musicians and current students. Five criteria used for judging comprise
manner,.accuracy of performance, sound,.rhythm-and variation of the music. Though
competitors can create variation freely, they ‘have to stay in‘the same key as the scores
provided in the application manual.

When the competitors have finished performing, while scores are being
calculated, there are music performances by members. When the results are declared,
the awards are granted immediately. Winners at all levels receive awards from senior
officials of the FPS such as the Secretary-General or senior music masters. Both
levels of competition include first, second and the third place medals. Any other

competitor gaining over 65% of the marks receives a certificate from the FPS. The
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competition ends with a few more enjoyable activities among members such as in the

food and drink corner or social talks.
4.3.1.3 Outcomes

The main advantage is that members of the club have a chance
to enhance their music skill and gain experience of performing for an audience. It
resembles practice before~they enter other-musieal competitions which are more

complex in almost every aspect.

“It was like the grade examinatibn of western music institutes. Students who
passed this activity will‘knew their owxn""'distinctive points and mistakes which is
useful for development. Those whe are shy about performing in public got a chance to
practice. For me, as my mind usually goes'-__og_t of control, it was good to spend time
practicing concentration.” ,

(Pitchaya-Roongrujimek, competitor, interview: 5 May 2009)
The other conérete advantage from Asdavuth’s point of view is the guarantee
from the FPS in the form of both awards and certificates.

“In current societysa form of approval like a certificate is important to show
that learners passed«the required standard. Especially parentsf young members and
also the students themselves can clearly see the approval of the institute they belong
to. It mare or less inspires and motivates students to develop theirimusical skill.”

(Asdavuth Sagarik, interview: 1 April 2009)

Asdavuth added that though the above concept seems to work in terms of
evaluation but since the competition does not occur regularly, it is difficult to see
concrete results from the Weaw Dontri competition, which can be considered as an
experimental activity that can be held more regularly.
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The other advantage for the FPS is that it provides an internal activity for
members in addition to music teaching. Those who participate in this activity, whether
as competitors, or committee members, gain experience and developed for future

musical activities both for the FPS and on their own.
4.3.2 The Thai Music Competition for National Security
4.3.2.1 Aimsand General Inforfmation

The concept of this competition came from the crisis of the
unstable political situation 1a'Thailand. During the Cold War, communist insurgency
was widespread all over'the Southeast Aéian region. Malinee Sagarik revealed the
reason why this music competition is set up‘and how traditional Thai music is related

to national security.

“At that time, the” Civilian Affairs Section, Internal Security Operations

Command (ISOC) (dhefanswaidan fasdnanmginuearuiiuanialy (ne.s)), Set up a short

course of instruction about-the-communist-insurgency-in Thailand. Groups of those

who passed the course-under the name of National Security Associates (awiusilszaunu
deannwsiuea (avl.)) considered that there might be a cultural activity that represented an
alternative way“of sharing awareness of national seeurity. Sruang Asranukhroh (anasns
fnwsymsnzid), @ member of both ISOC and the FPS proposed the jidea of holding a

music competition;’’
(Malinee Sagarik, interview, cited in Ngan Chang Khru Chin, 2006: 134)

Hence, “The Thai Music Competition for National Security” was held for the
first time in 1982, with the cooperation of the FPS, National Security Associates and

ISOC. The application manual gives four main purposes of the competition.
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1) To preserve traditional Thai music as the culture of nation.

2) To enhance and disseminate traditional Thai music to the public.

3) To persuade people to be more interested in traditional Thai music.

4) To establish the sense of cultural preservation in the young generation.

5) To present an alternative opportunity for the young generation to do useful

activities and also share awareness of national security.

The competition was.open to students.from kindergarten to undergraduate
level. The type of contest.was specifically designed.for each level. Kindergarten level
competitors had only.wa choral singing competition. Primary school student
competitors entered sol@Singing compet'i.tions for male and female singers. Secondary
school competitors competed  in “voicie""' and traditional Thai string instrument

ensemble” (Usznamduteauazalnadingndeiasand). ‘Each competing team had to provide a
singer, Sor-Duang, Sor-U; Khlui Phiang Or (aguiiisses: medium-size bamboo flute

(Morton, 1976: 240)), Ching and Thon- Rammana Khim is allowed to be used instead
of Jakhe. Graduate level competiiors competed in “voice and Piphat Mai Nuam

ensemble combined, with stringed instruments” (dszpandufesuazuanasiinmeluannay
wiesanz). A Piphat Mai Nuam ensemble is a Piphat ensemble using padded sticks.

(Morton, 1976: 241)
The success was preved by the following 3 years of competition in 1983-1985,
when participating organizations included the National Theater, Siam Kolkarn Music

Foundation (aensinanisiindevinandi), Thai Farmers Bank (swensndnsipe), and Bangkok
Bank (suagngamne),

Later, National Security Associates changed the policy to hold other activities.

As a result, the FPS decided to abandon this music competition permanently.
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;\The Natlonal Securlty Assoc@e{ }auwuﬁﬂi“mu\‘ﬂu aannaiuns

(aln.)) initiated the 'mﬂ_§|c competltlon and rew— eration from the FPS and

many organizations a stated above. Budget and persdffnel support came from FPS

V0|U”teeTr§ tr(l)Jn ugj Tﬁﬂ ﬁﬁﬂgﬁﬁnzbcommmees for each

task force. The subcommlttees for the 1984 competition included;/supervisory team,
managémetealn 40°Grifatio, oy, batkstage edt, fvantid|anagerment team
award pl%paratlon team, program notes and invitation cards preparation team, welfare
and supply team, reception team, public relations team, music committee of
traditional Thai music ensembles and music committee of each specific instrument.
However, though these subcommittees were clearly listed in formal government
letters, there were more unlisted volunteers who joined the organizing process without

remuneration.
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For admission, formal letters including the application manual were sent
directly to schools and universities. There were some reasons why this method
worked. First, the number of target institutions was not large. So the FPS was able to
make direct contact. Many of them had long been in contact with the FPS (Asdavuth
Sagarik, interview: 1 April 2009). The application manual provided details about the
aims of the competition, regulations for all steps from admission to the final round,
compositions and notations, -criteria for /Ahe final judging, types of award, etc.
Competitors had to submit-the application ferm-with demonstration cassettes within
the deadline.

After the admission progess, the competition included three steps; the first
round, the final round.and the/royal award granting ceremony. In the first round,
subcommittees listened 0 the tapes and sé"'lected the competitors for the final round,
where competitors had to perform n front. of committees from the FPS.

Committees in the final round were -d,i\_(v_ided into two groups. The first included
music specialists for each'instrument-and eggh level of competition. Most were Luang
Pradit Pairoah’s disciples and descendants.'--Th;e second group comprised the central
committees whose duty was to make decisions in. problematic cases. Six criteria used
in the final judging-comprised sound (both musical and vocal techniques), rhythm,
accuracy of lyrics (including language, pronunciation and accent), melody, feeling
and manner. With respect to variations of the melody, the regulation required that
competitors must play thesmain melody of.the composition accurately without any
variation. With striet Criteria and| professional ‘committees, this competition can be
considered as a standard of traditional Thai music competitions,at that time (Anant
Narkkang and Asdavuth Sagarik, 2006: 135).

In the final round, each competitor plays on stage together with two
percussionists playing Ching and Thon-Rammana. Competitors can bring their own
percussionists. The FPS also provided percussionists for those who did not bring their
own. The final results were declared after the competition had ended and all marks
from the committees were collected and systematized following the criteria mentioned
above. The royal award granting ceremony was held separate from the competition
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day because winners of all levels received royal awards from H.R.H. Princess Maha
Chakri Sirindhorn.

4.3.2.3 Outcomes

The feedback on this.competition comes more from oral
testimony of people who shared the experience at that time than written evidence.
However, among documents is the declaration of the president of National Security

Associates  (awiufilszametlifonasduns  (ala)) al the 1984 royal award granting

ceremony:

“It can be said'that we have achie\_/ed success in holding the Thai Music
Competition for National Security. The “sﬁccess can be proved by the increasing
number of competitors and also improveménts‘fin the quality of competitors each year.
Above all, it has motivated youthto be i'nfe(ested in traditional Thai music. These
results and feedback were so delightful that rwe"l'éll agreed to increase special auxiliary

appropriation of the award.” (National Schr'Jit'y'Associates, 1984)

The other statement of success was found 1n the book “Ngan Chang Phuea

Phaen Din Khru Chin Roi Pi” (mfiderwshaiteusiuauagsu 100 1) In addition to the

history of the competition; Anant and /Asdavuth (2006:' 136-137) mentioned the long

term advantage!

“There was 'one marvelous prodigy in the second competition in 1983. The
Korphai band won not only the first prize but all members of the band also won
individual awards for each kind of musical instrument with high marks from the
committee. Interestingly, no one broke this record. ... Later, members of the Korphai
band became professional musicians and have long been working in the traditional
Thai music field. ... They frequently present their own music masterpieces to the

public and participate in FPS activities”.
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4.3.3 Sornthong Thai Music Competition

4.3.3.1 Aims and General Information of the Competition

Among three types of music competition, the Sornthong is the
the most outstanding whose effective results brought most notability to the FPS. The
Sornthong Thai Music Competition startedin+1987. The inspiration for holding it
came from the principles of the FPS;jtransmission of traditional Thai music, and
honoring King Rama=IX"s 60" Anniversary. The name of this competition,
“Sornthong”, honors Luang Pradit Pairogh and encourages the young to discover their
way to success like the history of the young boy Sornthong in the past. The main

purpose of the competition, as stated in the application manual, is as follows.

“To preserve traditional Thai musié;__-it.-_is necessary to learn from a teacher. As
the music learning process takes.time, learners need to be hard-working in practice
and also need support so that achievement can be seen.

King Rama XI once gave a speech o’h‘-the realization of preserving the culture
of the nation. The FEPS has always maintained this principal. Consequently, a project
to enhance the preservation of traditional Thal music was conducted under the name
of the Sornthong Thai"Music Competition.”

(Luang Pradit, Pairoah, Foundation, 2007: 2)

The competition is open to“all students froem primary scheol to high school
levels from all over the country. Atthe.beginning,.competitors had to choose one of 5
instruments: Sor-Duang, Sor-U, Khim, Khlui Phiang Or and Jakhe. In 2007, the
Ranad Ek was added. Since competitors come from different musical backgrounds,
the FPS uses the alphabetical notation, which is more popular, as the main reference,
instead of the 9-note code. The selected compositions were not limited to those of
Luang Pradit Pairoah, but also included those of other Thai composers with the
criterion that the compositions must be suitable for competition (Wimala Siripong,
1991: 90-91).
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Since it first started in 1987, the Sornthong music competition has consistently
received nationwide attention. From 1987-1992, the FPS held the competition every
year. In 1993, the prizes were awarded under His Majesty the King’s patronage.
Hence, the name of the competition in Thai changed from “Karn Prakuad Banleng

Dontri Thai Sornthong” (msisznanussiasaussinadsnes) to be “Karn Prakuad Banleng
Dontri Thai Sornthong Ching Thuay Phra Racha Than.” (nsUsznasussiasnusisnedsnesds

dnanszsranonw), Which literally means ‘Royal Cup Sornthong Thai Music Competition’.

The FPS received«Spensorship funds from many organizations in the
government and private seetorand private donations. Most funders were Luang Pradit
Pairoah’s disciples, descendants and people related to their networks. Support also
came in the form of activists @and voIijntJeers from many places that joined the

administration.

Examples of sponsers incitided the Bg_ngkok Bank (swensngamne), Kasetsart
University (smanendainemsaing);  Supreme 60n_1mand (neatiymnnnsmmsgega), Sukhumo
foundation (yafisqela),  Ministry of Education, Office "of the National Culture
Commission (dsinsunmnssumadmuassauisni (aee.)), and the Thai Military Bank (sunens
nnsine). Before the Ruan Banleng period, Bhiganesh Press (lasissifisiud) and Mr.
Khanchai Bunpan (amassdde mwlm: Khru' Banleng Sagarik’s student) supported

publication of the souvenir book singe the first year of the competition until 1994.
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Sornthong.Thai-Music Competition

Source: The'Four atlon-g‘l‘ Luand'ﬂadlt Pairoah (Sorn Silapabanleng)
et b _-fd

The competition resulted m Anot on{yilmprovement of student’s musical skills

but also gave rise tolthe creatlve actlvny caIIed “Sornfhong Youth Music Camp”

which was conductedjin 1994-1995. Volunteers were erm' the music departments of

many universities. Appnoxmately 100 young musicians who got marks in the top ten
for each musical instrument had the right to,join the camp. The aim of this activity
was to rewardstudents with mare- knowledge ‘about traditional Thai music both in
theory and practice. Mini-workshops, group activities, seminars and a Wai Khru
ceremany ‘Were included:The camp Was also ‘expected (ta creatd connections and a

sense of wnity among these young musicians.

“There is no classification among these young musicians, for instance, by
different awards. Everyone is an equal member of the camp with the duty to learn and
share experience together without competition. All activities were carefully designed
for these young musicians to get to know each other and heighten their relationship

with no discrimination according their music institutes. Furthermore, the FPS hoped
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that these young generations may go further to preserve traditional Thai music far into
the future.” (Anant Narkkong and Asdavuth Sagarik, 2006: 148)

s
o Plcwre 70
ofnthong You}h Music Camp

Source: The Fo datloﬂ' 6f Luang_.éizqn Pairoah (Sorn Silapabanleng)
et e

After the second royally—sponsoredﬁemthong music competition in 1994, it

was not held for 13 ﬁlears for financial reasons. TheJ;Inglaunched the competition
again in 2007 with r(lew partners and new style of manﬁgement This time the FPS

received co-operatlorr-from many organizations, for example, the Office of Basic

X

Education Commission | (A#ingwanznssananisansn i fiugau (awng)) of the Ministry of

Education, Office 'of the National~Culture"Commission ‘of the Ministry of Culture,

Bangkok _Metropolitan _Administration. (nsuniaivnuas), .Khon““Kaen University
(nwianendgaewinu), Burapha "university” (wwnanenaeyswn), Thaksin “University (wwanenda
vniny), Songkhla Rajabhat University(snanendusaigassan), the Suphanburi College of
Dramatic Arts (Gnendewngdad qnesnus), Payap University  (wmanendewndn), the
Prajadhipok-Rambhai Bharni Foundation (yafisiszangin-ilwwssel), Thai Air Asia (anenns

Tulnauefieds), Coca-Cola (wiesinlneniagn), Siam Commercial Bank (suanstnewndiad), etc.
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The achievement of reviving this activity was supported by the quality of
former competitors, who took part in this musical activity in the past and became
successful in their careers, plus enthusiastic volunteers and adjudicators who truly

understand the value of passing on the musical heritage to the young generation.

E by = - _
¢ Competition 20
(S rp’ Silapabanleng)

)

4.3.3.2 Process of the Competition

Y- Q/

El u aegamﬂmgamﬂpgtm gs been different due to
circumstances. During the. first phase in 1987-1 the_competition was conducted
only iﬁﬁkﬁ alﬁtﬁ ﬁtﬁﬁﬂlﬁ&ﬁfﬁu&fﬁnﬁlial competitor
selectionq (msAmdengduasiuanaungiinnn) was added in 1993-1994. Before the Ruan

Banleng period, committee from the FPS traveled to many provinces such as

Phitsanulok (sswiafivnlan) Chiang Mai (fwdadedlui), Ubon Ratchathani (guasasiil),
Nakhon Ratchasima (sadauassadun) Songkhla (sawdmasszan), Nakhon Si Thammarat
(fwaunsrisssua), Ayutthaya (fwianszunseseysen) and Nakhon Pathom (sawdaunasign). For

the latest 2007/2550 competition, committee traveled to provincial hosts in Chiang
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Mai, Khon Kaen (§swinaeuunu), Suphanburi (Sswingnasnu), Chonburi (fadagwssanjs) and

Songkhla. However, the structure of the management of each competition shared
similar characteristics. From start to end, competition activity covered about one year
for the first phase and one year and a half in some cases in the latter phase. To start
the activity, the FPS announced the competition and sought support. Generally, co-
operation came from many organizations as mentioned above, in the form of both
budget and personnel, including FPS volunteérsand outside volunteers from the host
and sponsors.

Before the Ruan~Banleny period, the FPS appointed different groups of
volunteers for each duty. [For example, the Secretary-General of the Foundation,
Foundation committee®members and experienced volunteers were in supervisory
team. The Director of Fihanée o0f/the FPS Was responsible for financial management.
Volunteers accepted the main policy. of each step and got flexible rights to make it
practical in all sections; co-ordination,  public relations, back stage, awards
preparation, welfare and catering, reception and other related duties. The latest
Sornthong competition in 2007-gccurred Under different conditions. The significantly
decreasing number of volunteers brought about'a new form of management where the
whole team worked -together _for the whele process with the FPS appointed key
volunteers to be responsible for important duties.

After an agreed management plan and complete“schedule was established for
that competition., year; .the. public, telations .strategy., was the first priority.
Announcements were ‘posted wherever stutients‘and people in‘the music field receive
news. For instance, before the Ruan Banleng period, posters wete’ posted within the
FPS area and sent;to schoals.all,oversthe country; In the Ruan Banleng period, apart
from posters and direct mail, new technology like the internet was also used,

including the FPS website, www.thaikids.com. A brand new website,

www.onartgroup.com, and e-mail address, sornthong2550@yahoo.com, were created

especially for Sornthong Thai Music Competition. Direct mails from the FPS
management team were sent to people in their networks. The FPS also set up an

official announcement ceremony for the media.
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The application form was available both at the FPS and on the websites.
Competitors got an application manual providing necessary details such as the
purposes of the competition, regulations of all process from admission to the final
round, compositions and notation, criteria for final judging, types of award, etc.
Competitors had to submit the application form with the demonstration cassettes or
the demonstration audio CDs within the deadline.

A large number of application forms were sent from all over the country. The
main duty of volunteers was to sort the application forms by the home district of
competitors. In addition,letters and news from.the FPS to schools had to be
systematized for sending by.post. An observer of this step during the first phase of

Sornthong competitionsnoted:

“During the applieation process of the Sornthong music competition, while |
was sitting in the teaching/area observing a music class, |1 saw one of teachers bring
in a mass of envelopes and announcement letters of the 1991 Sornthong Thai Music
Competition. Parents of members spontaneously helped each other stuffing these

envelopes for mailing to schools all aver the country.” (Wimala Siripong, 1991: 103)

The same kind of participation was also seen during the latest Sornthong
competition in 2007.-From interview and observation, volunteers prepared folders
and boxes in order to colleet application forms and demonstration cassettes or CDs.
After all application forms were sorted, volunteers had to recard personal information
on competitors into computer files.

After, the application pracess, there are four main steps;ithe first round, the
second round, the final round and the royal award granting ceremony. The following
information is from observation of the 2007Sornthong competition.

First round committee listened to all the tapes and CDs to select the
competitors for the second round, where FPS committee of the traveled to the main
regions of Thailand (North, Northeast, Central, East, South and Bangkok). In this
step, the FPS cooperated with a host organization in each region who was responsible

for setting up the competition. Competitors had to perform in front of FPS committee
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who had duty to make a final judging of each round. Moreover, the committee also
had the authority to make decisions in problematic cases. The final round was held in
Bangkok. Committee for the final round included both central committee members of
the FPS and music specialists for each instrument.

Two sets of criteria were used for judging both the second and final round.
The first were the criteria used for live performances, including manner, accuracy of
melody, sound (including loudness, sharpness and tone quality), accuracy of rhythm
and variation. One outstanding. characteristic. ihat- made Sornthong different from
other competitions is that.while other music competitions use difficult composition
that require musical preficiency, the Sornthong competition focused strongly on
simple compositions awith aitractive * playing skills  and correct performance.
Consequently, competitors were allowed tc"i' create variations freely based on the score
provided in the application manual while preserving the fundamental theme of the
composition. \ 4

The other criterion was the scoring._sy__stem. This system was used for the final
results after the competition ends-and all marks.--are collected. To explain this system,
in addition to the application manual, the FPS published a document presenting all the
details of the scoring system. The FPS did this because it wanted to create a clear
understanding of the<judging system of the Sornthong competition, which is unique
and just.

The first prize for each instrument was the Royal cup. The top three received
scholarships. The top ten received medalsginscribed with the-word “Sorn” from the
FPS. All competitors who reached: either second round and final round received
certificates from the £PS. The royal award granting ceremony was held separately
from the'music competition day. Normally, this activity was held the same day of the
annual Wai Khru ceremony of the FPS. For example, the royal award granting
ceremony of the Sornthong Thai Music Competition in 2007 was held during the Wai
Khru ceremony in 2008. The management process was similar to a Wai Khru
ceremony with a special occasion. Firstly, the FPS had to coordinate with the Office

of His Majesty’s Principal Private Secretary (éwihsamaaninns). Then the FPS team

prepared all the awards mentioned above, contacted all winners, competitors and
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special guests, if necessary, to attend the ceremony. When HM the King could not
join the ceremony, the winners received the royal awards from His Majesty’s
representative in front of the royal picture.

When the whole competition ended, the last thing to be done was to
summarize the accounts for planning the next competition. Expenses were calculated
for public relations, team travel .and ‘accommodation, office supplies, postage,
appropriation for committees, site expenses; food, audio-visual instructional tools,
exhibition expenses, site -decorations, and awards. The management process and
schedule for next year’s.eempetition must also be drafted. (Luang Pradit Pairoah
(Sorn Silapabanleng), Feundation, computer file, 2008: 1)

4.3.3.3 Outcomes

The first point to discu§s Is the effectiveness of the provincial
part of the competition. This was'the resg-jt__ of increasing numbers of competitors,
which indicates good feedback from young VmUSicians. The first advantage was that
upcountry competitors could joifi-the competition without the expense of traveling to
Bangkok. The second advantage is that the FPS and e&ech venue host had a good
opportunity to work-together and exchange traditional Fhai music knowledge. This
gave rise to a third advantage that, in line with FPS expectations, regions might be
inspired to hold their own traditional Thai music activities for young musicians. It was
a good chance for TFhal musicians in each place'to get to know more about their own
local artists. For example, before the Ruan Banleng period, competitors at Nakhon

Ratchasima/had a chance to watch a Ranad solo by Khru-Bunyang Ketkhong (eguaysi
nmae), one of Luang Pradit Pairoah’s disciples who lived there. At Chiang Mai, there
was a music performance by the Tai (muinln). In Songkhla, there was a Pi solo (nsuaas
wentl) by Khru Thuan Kuanyok (agmau mauen) and a Nora dance (szihlwin: traditional

dance of South Thailand) by Khru Sarot Nakhawirot (aganlst wazalsa).
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The next point concerns the quality of competitors. From Asdavuth’s point of
view, this depends on the period of the competition. Sornthong in the first period was
something new for people in the traditional Thai music field. People did not exactly
understand the concept and criteria that the FPS used for judging. So the differences
in musical background of the competitors were clearly seen. However, with the clear
explanations from the FPS and comments from committee to competitors, both the
FPS and the competitors in time learned fromeaeh other and finally reached the same

understanding about the aim-and criteria of the'Sernthong Thai Music Competition.

“After the firsiethree” year: of Sornthong, musical differences between
competitors from the provinces and Bangkok decreased. There was a sharing of
experience from their participation and they later developed musical skill on the same
track. For instance, competitors fram Ayutthaya joined the competition once and came
back the next year with Some of the same sense of how to play. Moreover,
communication technology nowadays is faster and easier so musicians in different
areas can easily get materials and-fearn different'things from different places.”

(Asdavuth Sagarik, interview: 1 April 2009)

Interviews also reveal that feedback from commitiee was one way to help
young competitors learn not only how to improve and develop musical technique but
also to learn the standards 6f.Sornthong. However, as the competition was interrupted
for 13 year from 1994, thessame Situationcoccurred in the latest Sornthong in 2007
when different styles of musical performance from competitors all over the country
were seen again. [It'seems; like learning the Sornthong standards started again but
unfortunately no further competition was held before this research was in progress in
2009.

One specific point of difference among competitors was seen by Khru
Chanok. There are more kinds of “Phleng Diaw” among competitors from Bangkok
than competitors from provincial areas. One reason might be that music teaching and

music materials are more available in Bangkok. But competitors who understand the
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aim of Sornthong music competition know that exciting playing methods can not

persuade committees to give more marks.

“It does not mean that highly skilled music performance is worthless.
However, at the same time, it is necessary for young musicians to realize that a good
fundamental knowledge is important as the basis of practice and for later high levels
of development. They should keep in mind‘that.the criteria specifically of Sornthong
focus on basic playing skilis..New variations-are-allowed but it would be nice if it is
not so far from the main melody.-Sometimes the fascination of music comes from its
simple structure, not from unrelated decorative variations that are not in the original.”

(ChanokeSagarik, Sornthbng’s committee meeting: 1 September 2007)

Traditional concept'is good in one\way for conservation. However, advantages
of the competition itselt are seen in othér__fgctors. First, the creativity of different
musical variations was exciting for Iistener_$~_ to hear and learn from the new melodies
and techniques. Second, as the compositiers:-{used for the competition are simple,
young musicians were attracted o join the activity because they had the chance to
compete although thetr music skill was not at a professional level.

Feedback from competitors was contained in interviews on Sornthong 2007.
First of all, they were proud of themselves for completing the hard practice and
performed at their best. Those who won thé-prizes were proud as they brought honor
to their parents, family and schools. Soame of them mentionedhe pride of receiving a
royal award once in their life. Moregver, it was a.good opportunity to gain experience
of perfarming in pubhc and to listen to musical variations. One\exeiting experience
for them'was to meet new friends who shared the same interest of music appreciation.
Last but not least, they gave the opinion that the FPS should hold this useful activity
every year to conserve culture and open a chance for the young generation to play

traditional Thai music.
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One opinion expressed by competitors proved that the FPS achieved its aim of
having young musicians understand the concept the FPS tried to communicate. Some
competitors noted that the judging criteria of Sornthong were different from those of
other musical competitions, in that this competition measures not only music skill but
also manner. Whoever passed the Sornthong competition had the chance to learn how
to be good musician. Another point congerns basic playing methods. One winner of
Sornthong 2007 said:

“l think the mostiimporiant thing | learned form Sornthong is the importance
of basic knowledge in-everyihing. Strong fundamental knowledge helps learners to be
real professionals in whatevei it takes. If you are proficient at playing a simple
melody, you can adapt and develop new stYIes from that basic structure.”

(Warah Thepnarong, interview: 25 June 2008)

Above all, young musgicians ffom all'ever the country were inspired to be more
aware of traditional Thai music in order to ﬂj'o'in the competition. Interviews from
parents also revealed that their e¢hildren had the experience of working hard for their

musical performance which resulted in personality development.

“My little daughter joined Sornthong with excited apprehension at the
beginning. Later as)she Kept: onopracticingy her: performance started to be more
accurate. Then she got more encouragement and more confidence about performing in
public..She told. me. that she was.proud of herself."l think she was successful for her
age because at least she learned to-work hard, had-the experience ‘of.concentrating on
something and showing her ability in public.”

(Nithiboon Saensookh, interview: 22 June 2008)
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“I think the Sornthong competition helps to develop young people in many
ways. As my daughter got the experience of performing music in public, she did a
good job at school too. She has the confidence to join activities such as presentations

in class and performing music.” (Khamla Putsorn, interview: 22 June 2008)

Some competitors proceed to werk in the traditional Thai music field; as
music teachers and professional musicians: Some gather and share experience with
new friends through musieal activities such-@s.ihe case of the “Duriyamitra Music

Ensemble” (aug3eiing). Members of this band include musicians from different places

and ex-competitors of-Sornthong. Duriyamittra won the Ramkamhang University cup
in 2006. Since then, they have eonducied musical activities together depending on the
occasion, such as giving traditional Théi music. concerts, appearing as a guest
performers and exchanging traditional Thai ‘music knowledge with musicians related

to their work.

For the effective coordination, conféci”'Was made in many ways. To contact
organizations, the FPS posted  formal letters  directly to schools and related
organizations, together_with _phone calls. New communication technology helped
speed coordination. Websites were used though they were not as efficient as direct
mail because competitors living in remote areas could not conveniently use the
internet. In some cases, contact-by, phone.or MSN was more-effective than the post
because they have“their own ‘mobile”phone.” For-example, ‘during the competition
period, the FPS sent letters directly to schoolswas formal contacts while during
preparations ‘for the royal award, granting 'ceremony, individual, phone calls to each
winner were more convenient than sending letters because some of them had

graduated or changed the schools. In terms of public relations, the www.thaikids.com

website was more popular than the others as seen from the messages posted on the
web board.
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In terms of management, interviews and observation of Sornthong 2007 show
that while before the Ruan Banleng period the FPS appointed different groups of
volunteers to be responsible for each duty, in the Sornthong 2007 the whole team
worked together for the entire process as a result of the decrease in the number of
volunteers. Key volunteers were responsible for duty. In practice, volunteers accepted
the main policy and had the rights to eut it.into practice in an appropriate way. Since
most volunteers had full-time jobs or studies;"Wwhoever missed a conference reported

by phone calls, e-mail and MSN.

Sometimes volunteers+had o alternate or rotate duties. Some did at least two
duties at the same time with.the exception of specific duties such as treasurer, scoring
team, master of ceremonies ‘and photagrapher. An agreement at the weekly
conference was considered jas work 1@ be done. However, situations changed
drastically and volunteers had to adapt as app_,ropriate. Unforeseen difficult situations
were decided by the Secretary-General of th;(a__Foundation.

An example of an unforeseen situation was the agreement on 22 April 2007
was to fix the number of committee on provincial visits'at only three persons but in
fact, there were five-persons. Another example occurred-in the meeting on 27 April
2007, when one of volunteers proposed that the FPS-should appoint a volunteer
representative to be reSpensible for each.provincial visit. In practice, this was
impossible because(of the dack of volunteers and because the host of each venue
provided their own staff to help. Changes of host organizations were also made. In the
Northern trip, the competition was planned for at Chiang Mai College of Dramatic

Arts (Anendeungdad deslua) but was moved to Payap University instead. VVolunteers had

to work in a limited timetable, to coordinate with Payap University, change travel
plans and contact all competitors individually to apologize and inform them about the

new competition venue.
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Interviews reveal that competitors got more information from their own music
teachers than from other announcements. Some received information from posters and
some from friends or websites. The mass media in the form of pressmen, press agents
and freelance news writers were interested in Sornthong. News of Sornthong may
have been published in the cultural sections of mass media outlets but a real survey
has never been done. Even the FRS itself has no accurate information about the
interest of mass media toward.this activity in.guantity or in quality. The impact of the

mass media was not enough-to.attract public attention.

“We saw TV, .radiosand newspapers who reported the news during the
competition period togebut.we' never I'gept a record of them. The press came by
invitation and in some cases &s & result of é'éeing this news in other media. Sometimes
the press came because' of the famoi;ls ‘people present rather than the music
competition itself. These famous people in"q_l,uged artists, politicians and professionals

in many fields, such as Naovarat Pongpaibeon (uwaimd weflwyad), Samak Sundharawej
(asTns qunsian), Prof. Rapee Sagarik (a.s-i mﬂ‘ié); ‘etc. These people usually attract mass

media attention by themselvés; not because of the-musical competition. The good
thing is that traditionat Thar music was brought to the attention of the public which is
better than being limited to musicians.” (Asdavuth Sagarik, interview: 1 April 2009)
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4.4 Occasional Activities

This section presents a sample of notable activities that the FPS has done since
its establishment in 1981.

4.4.1 Traditional Thai Music Celebration of the Century (5-15 August 1981)

This ceremony. was the fiist aetivity held by the FPS after its
establishment in 29 July. 1984+ The aim was o celebrate Luang Pradit Pairoah’s 100"
anniversary. Support was given. by the Department of Fine Arts and Luang Pradit
Pairoah’s disciples fromall ever the coﬁntry. Different activities were included such
as traditional Thai music/performances at;tﬁe National Theater, religious activities and
seminars. Sample of musi¢ perfarmances 'grefas follows.

An extraordinarily flarge, traditional prchestra named the Maha Duriyang
Ensemble of more than 600 players was di‘r_é_c_ted by Khru Prasit Thawon. He gathered
musicians by sending invitations e schooléa_’”aﬂ_f.-'over the country. Many schools sent
student representatives from different educaiiopal levels to join the Maha Duriyang.
Khru Prasit designed a more magnificent orchestration than he had ever done.
Outstanding compositions of Luang Pradit Pairoah ~were performed in new

arrangements such as Phleng Homrong Pathom Dusit (saslnulsslgugaa), Phleng Chom
Saeng Thong (wessruussnas),-Phleng Dom Khai (iwasdausne), Phleng San Kham Nueng
Thao (wwasuaudrilant) andthe'Ranad-solo in Phleng'Anu (iwasewi).

Maha Duriyang orchestra gave 4 performances. Audience interest was quite
good in‘that ‘seats‘were sold outand @+large number of ‘people‘were.left outside the
theater. The mass media reported the event. Parts of the performance were presented
in the TV program “Khrob Chakkrawan” (s»umseseuinsna) by M.R. Thanadsri

Svasdivas (u.3.2. asiaes sdadtani). TV Channel 7 (smillnsvienizas7) also made a program

that was broadcast twice.
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Traditional Thai music ensembles from different places also joined the

ceremony including the Piphat Jawa ensemble (asilwmdyn) from the Department of
Fine Arts, the Piphat Mai Khaeng ensembles (asfiwmdlsuga: a type of Piphat ensemble)

from the Royal Thai Army, Royal Thai Navy, Royal Thai Air Force and National
Police Bureau, Prachan Piphat Mai Khaeng ensembles from Luang Pradit Pairoah’s

disciples; the Khru Phinit Chaisuwan 'ensemble (asagitiin avegas5a), Khru Suphot
Tosanga ensemble (hanggund daad), and thekhru.Somphop Khamprasoet (2ngauan 4
Usuasg) and Khru Prasat” Sukhum ensembles (hingilszam quu). The contemporary
traditional Thai music ensemble Fonghaam (vaunsienir) also joined the ceremony.
250 students from SatrieSr1_Supiyoihai s’ghool (s3.se5egaleriv) performed in a gigantic
Angklung ensemble dirgetedby Khru Sa\;/vjilt Thapthimsi (as3a vivfines). Khru Chanok

also brought his Khim and Kojeng ensembles to join the ceremony.
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Picture 72

Maha Duriyang Orchestra in Traditional Thai Music Celebration of the Century

Source: The Foundation of Luang Pradit Pairoah (Sorn Silapabanleng)
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The other notable thing was that the Philatelic Division, the Communications

Authority of Thailand (nesssilusudlunns nsdeanswinlszndlng), gave the great honor of

making a stamp of Luang Pradit Pairoah (Sorn Silapabanleng) in commemoration of
this occasion. Luang Pradit Pairoah is thought to be the only musician to appear on a
Thai stamp (Wimala Siripong, 1991: 172).

4.4.2 Traditional = Thal Musm@(}elebraﬂon of Khunying Chin

Silapabanleng’s 80™ Birthday (24 May 2986)=""_
_,--‘” —_ 2

This ce as called in Thai “Sunthari Dontri Thai” (suqurid

susalna), and had the a I j.n_g l%_hynying Chin Silapabanleng’s 80" birthday.

As mentioned in Cha

she, was cfie of Luang Pradit Pairoah’ descendants and

a traditional Thai musie teach th'; Tol 'Wed the principles of the FPS in terms of

cultural preservation through ther.entlre.:)fe The ceremony included religious rites

and musical performancesThe- hlghllghmlghe event was the royal presence of

H.R.H. Princess Maha Chakn Swmdhorn,ﬁi'e is fond of Thai traditional music and

Lyaad ==

always supports the tgansmlssmn of culture (Anant Narkj(ong and Asdavuth Sagarik,

2006: p.153-155). | /. —".“’J
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Picture 73
Sunthari Dontri Thai
Thai Traditional Music Event for Celebrating
Khunying Chin Silapabanleng’s 80" Birthday (24 May 1986)

Source: The Foundation of Luang Pradit Pairoah (Sorn Silapabanleng)
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4.4.3 Traditional Thai Music Celebration of the Rattanakosin Era on the

Occasion of Luang Pradit Pairoah’s 120" Anniversary

This celebration was called in Thai “Mahakam Dontri Si

Rattanakosin” (svuswnssususiddsminduns) and was held on the occasion of 120"
Anniversary of three Thai music masters, Prince Paribatra (yanszusieniisns), Khru
Jangwang Thua Phatayakosol (aganssnei aduetnea)’ and Luang Pradit Pairoah (Sorn

Silpabanleng), who were all born-in 1881. With the cooperation of the Department of
Fine Arts and other musig-organizations, the FPS launched many different musical
activities during 2-5 Awgust 2001 at the National Theater, including audio
reproductions of Luangs Pradit Pairoah’s compesitions (both in original and
contemporary style), a'biography, and exhibitions. Different types of traditional Thai
music ensembles periormed.. Luang Pf_adit Pairoah’s detailed biography was
published. As the aim wagto provide knowl?d"ge and entertainment to those interested
in traditional Thai music, it Was open to thé"bi'JQI_.ic free of charge.

The ceremony started with a Wai Kh’_ru;ceremony at the National Theater on
Thursday 2 August '2001. On Friday 3 Allj'g-u'é-t 2001, there was a seminar on the
“commemoration of JLuang Pradit Pairoah (Sorn Silapabanleng)”. A variety of
musical performances were provided such asa Piphat Mon ensemble, an Angklung

ensemble, two traditional Thai dances; the Rabam Phat (s:1ihwa) and Rabam Ching
(s:1hds) by the “Phagawali Music Institute_and'a Piphat Mai'Khaeng ensemble. On

Saturday 4 August 2001, there were.musical performances by the Department of Fine
Arts the whale day:'On Sunday 5'August 2001, ‘there were musical performances by
the traditional Thai music club of the FPS (Anant Narkkong and Asdavuth Sagarik,
2004: 316).

An insider’s view of this special occasion was given by Khru Chanok.

“The important thing is not how big the ceremony can be but that it is a special
occasion to commemorate our traditional Thai music master, Luang Pradit Pairoah

(Sorn Silapabanleng) again following Luang Pradit Pairoah’s 100" anniversary in
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August 1981. Moreover, this is a chance to show the results of the FPS’s work in

terms of music teaching for over 20 years.” (Chanok Sagarik, 2001: p.67)

4.4.4 “Ngan Chang Khru Chin” (sudhengiu)

The year 2006 was. 100" dnpi ersary of Khunying Chin Silpabanleng.
To celebrate this special occasion, the = . /’_;eremonies and events at different
places throughout the year. 2 —

e -

Picture 74
Ngan Chang Khru Chin at Sangkeet Sala, 4 February 2006
Source: The Foundation of Luang Pradit Pairoah (Sorn Silapabanleng)

4.4.5 Hom Rak Homrong (snwiwuinluaiss (4-25 February 2007))

The successful Thai movie “Homrong” (nweunfdediuailss “The

Overture”) was based on Luang Pradit Pairoah’s life. The film was released to the
public in 2004 and received numerous awards. At the Star Entertainment Awards
2004, the movie received seven awards: Best Movie, Best Director, Best Male

Supporting Actor, Best Screenplay, Best Photography, Best Sound Recording, and
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Best Music. Its popularity was so widespread that the mass media and the public were
interested in Thai traditional music. People took a positive attitude toward traditional
music and more areas of media were opened to presenting the other part of fascinating
Thai culture.

In 2007, the FPS celebrated the 3™ Anniversary of the film. This was the first
special occasion held within the FPS are Ruan Banleng period after the renovation
in 2006 (Anant Narkkong, interview: Zj st 2008). The celebration included
exhibitions, weekly musmakperforman Jas and“tﬁile-shows at Ruan Banleng. Different

kinds of music bands WW join and everyone was welcome to attend.

' Picture 75
Hom Rak Homrong, 2007

Source: The Foundation of Luang Pradit Pairoah (Sorn Silapabanleng)
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4.4.6 “Sat Haeng Sin Akhra Silapin” (sweanfuisdaildnsdatiu (30 Sept-15 Dec
2007))

On the occasion of the King’s 80" birthday in 2007, the FPS held this

activity at Ruan Banleng. As at the Hom Rak Homrong’s event, there were an

exhibition, weekly musical performaﬂ]éefs)d talk shows with the King’s life and

Z

work as the fundamental theme.

| o
J Picture 76 i

. SatHaeng Sin Akpra Silapin, 2007
1 Source: i’ﬁe‘p‘ou_njatii;on of I:_ua'nglzﬁ;_radi;_t-:Pairorh_; (ﬁorn;Si lapabanleng)
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Since_th’e’ establishment ofethe FPS _in'. 1981 to th_e present, the FPS has

0

contlnuopsfy'copdﬁéted tradltlona\JlTﬁal musmadtlvnlles |n méﬁyrforms including
music teaching, Wai Khru ceremonies, music competitions and other occasional
activities. The FPS, its partner organizations and volunteers always maintain the
principles of conserving and transmitting traditional Thai music both for the FPS’s
sake and on a nationwide scale.



CHAPTER V

TRADITIONAL THAI MUSIC TRANSMISSION
AND REPRODUCTION OF THE
LUANG PRADIT PAIROAH FOUNDATION: MEDIA

Each type of mass media can be considered as an alternative channel for
traditional Thai music to access, te be adapted, t0 be developed and at least to survive.
The Foundation of Luang Pradit Pairoah (Sorn Silapabanleng) has used these new
channels for transmitting amnd reproducing traditional” Thai music through various
media, which will be preseated in this chapter. These channels include audio media,

radio, TV, publicationsgwebsitgs and film's;
5.1 Publication

Since its establishmentin 1981, ther"FlﬂD"S has always paid special attention to
printed material as a means-to-disseminate music_and cultural knowledge in Thai
society. The outcomie-is.shown by a large quantity of Beoks, journals, music scores,
and research works. This section presents examples of publications published both
under the name of the FPS or organizations related to the'FPS.

5.4.1 Booksfor-Celebrations-and Events
5411 Funeral-Books

Most of the funeral books were published under the name of
family rather the name of the FPS. They provide both words of remembrance and
content related to music and the FPS because people descended from Luang Pradit
Pairoah, in one way or another, were involved in FPS activities through their life and

work. The outstanding examples include the funeral books of Luang Pradit Pairoah
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(Sorn Silapabanleng), Khunying Chin Silapabanleng, Prasidh Silapabanleng, Khru

Banleng Sagarik, and Nikom Sagarik (fiau a1n3n).

Three of these directly provide information about the FPS: those of Khunying
Chin Silapabanleng, as she is the founder, Khru Banleng Sagarik, and Nikom Sagarik.
The content of Khunying Chin’s funeral book is mostly about the background of the
FPS, its objectives, related activities and ©eneral information about traditional Thai
music. The same is true of-Khru Banieng’s” fumeral book which has more on the

development of the FPS and activities in a historical timeline.

Nikom’s funeral pooks besides, an artwork cover like that of a modern
magazine, so that no one would think that it was a funeral book until they opened the
first page, deals with.the life @and work of Nikom, Luang Pradit Pairoah’ grandson,
who devoted his life 10 traditional Thai music and the FPS. Half of the book
comprises articles about traditional Thai -nju'"sic and the FPS written by Asdavuth
Sagarik, Nikom’s son, and other authdf';:%;.""ll'.hese articles were written because
Asdavuth had to write news about traditional'fﬁai music for his father to stay abreast
of the situation during his illness. Later, fhé'sé'articles became important historical
data in the traditional~Thai music field. Also for the FPS; these works are key records
since the content reveals the development of the foundation and what the new

generation was doing to conserve and transmit traditional Thai music.
5.4.1.2 Souvenir Books of Musical Competitions

When the"FPS 'held music ‘competitions, ‘a ‘'souvenir book was
planned to be distributed at the music award granting ceremony, which was usually
held on the same day as the Wai Khru ceremony. This was a new kind of cultural
publication, especially for the FPS, where the participants received both blessings and
the book. The publications for the early Thai Music Competition for National Security
provided only necessary information about the competition and were published in

pocket book size. The souvenir book for the Sornthong Thai Music Competition was
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bigger, almost like the A4 format. The main content is information about the
competition, including background, timeline for each round, the judging criteria,
music scores, the credits for all competitors, and information about the FPS, FPS
activities and traditional Thai music. The latest edition in 2008 was the first to provide

interviews of the top ten winners for each musical instrument in Sornthong 2007.
5.4.1.3 Special Events

There were two books for the first event of the FPS on the
occasion of Luang Pradit Pairoah’s 100" anniversary at the National Theatre during
5-9 August 1981. Theffirstwas “Anuson Khamnueng Nai Wara Chalong Rob Roi

Pi Koed Luang Pradit Pairoah (Sorn Silapabanieng)” (eyasaimilslunszaasiseusedilia
warszawy wisiz (s Aarhusaiag) ) which was phblished under the FPS name. The content

includes Luang Pradit Pairoah’s biographj’_/:, 'érticles about Luang Pradit Pairoah in
memory of his students, traditional Thai_'-,_-rﬁq.s_ic, the Wai Khru ceremony, music
scores, and the program of music. The _sfe'go-_r]d was also published on the same
occasion but under “the name of the Office ;)f the National Culture Commission

(FninaunmznssumsTanisismiana nsenssdnmsms). The content includes Luang Pradit

Pairoah’s biography and compositions.

The book “Thi Raluak 80" Pi Khunying Chin Silapabanleng” (fiszdn 80 7
Aumdesy Aaussiaa) was published on the occasion of Khunying Chin’s 80" anniversary

in 1986. The content imcludes Khunying €hin’s biography, the songs she composed

which are mostly used for School Radio, and a section on Dhamma teaching.

The book “Chalong Ayu Krob Rob Paedsip Si Pi Nang

Mahathepgasatsamuha Banleng Silapabanleng Sagarik” (saswegasusen 84 7 win
wnwmmndasayn (vssias Aalussime ansn)) was published on the occasion of Khru Banleng’s

84™ anniversary in 1992. The content includes a short blessing from her descendants,
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a poem of blessing, chants, poems about traditional Thai musical instruments, and
songs for School Radio which Khru Banleng composed before 1971. These pieces
were not included in the “Collection of Songs for School Radio” published by the
Ministry of Education.

Important books were published and widely disseminated by the FPS on the
occasion of Luang Pradit Pairoah’s 120" afniVersary in 2001. The first is “Luang
Pradit Pairoah (Sorn Silpabanieng): WMaha Duriya Kawi Lum Chaophraya Hang

Usakhaney” (wanaszavg s za(fifathissiag) wmgseniguismszounsisguand) Which literally

means ‘Luang Pradit Paigeah<(Sorn Silpabanleng): great Thai composer from the
Chao Phraya river basin of Southeast Asia’. This time the FPS got support from

Matichon Publishing (@viniisniudvu) and thfé book was published as a special edition of

Art and Culture magazine, This beok, i;vritten by Anant Narkkong and Asdavuth
Sagarik, was the first FPS publication in pocket book size. The narration is a kind of
half historical and half novelistic in compé,_'ri—sqp with earlier works which contained
only collections of separate articies. Als_():'__tﬁi_s book is the first publication that
provides Luang Pradit Pairoah’s full biography.- The contgnt includes both a historical
timeline of the master’s life, details about traditional Thal music during his lifetime,
reminiscences by his students, his students® works, and a collection of over 300 of the

master’s compositions for which evidence has been found.

The second is “The 120" Anniversary of Three Maestros of Thai Classical
Music” (12013930 Ratn3lie)-published  under the 'name ©f: the Cffice jof the National

Culture Commission. The FPS was part of the committee of this celebration held by
the Office of the National Culture Commission. The book provides information about

three Thai music masters, Prince Paribatra (yanssmieniisins), Khru Jangwang Thua
Phatayakosol (agansneita winalnea) and Luang Pradit Pairoah (Sorn Silpabanleng), who

were all born in 1881.
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Another big ceremony occurred in 2006 on the occasion of Khunying Chin’s
100" anniversary. The FPS published another important historical book called “Ngan
Chang Phuea Phaen Din Khru Chin Roi Pi” (smshaitewsiuduagsu 100 1) in pocket

book size. The content includes background of the occasion, a full biography of
Khunying Chin Silapabanleng, reminiscences of Khunying Chin by her descendants
and her students, the history of the Phagawalistroupe and School Radio, and her
famous compositions like=“Phleng Chang.” The most important part provides
information about FPS activities; categorized for the first time as occasional events,
educational tools for musi€ teaching, audio materials, music competitions, website,
publications, and films. This book is:the first to gather and present the development of
the FPS from its start 0 its 25" year in 20‘06:_(Anant Narkkong and Asdavuth Sagarik,
2006: 285) /

The event “Hom Rak Homrong”’"iihNJZOOY was held to celebrate the 3™
anniversary of the movie Homrong. The FPS'."buinshed a pocket book “Hom Rak
Homrong” to distribute in the two monthf Iong celebration at Ruan Banleng. The
content includes a brief biography of Luang Pradit Pairoan and his compositions, brief
story of the Homrong’s production, articles from various sources about feedback to

the movie Homrong, and_the music program.

In the same year, the first issue of the “Ruan Banleng Journal”, including
articles-andnews ,about traditional ;Thai gnusic and KPS, activities,swas launched in
August 2007 but no further issues“were published due to lack“of financial support.
The membership status of subscribers was permanently canceled and all membership
fees were voluntarily donated to the FPS.
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5.4.2 Academic Works

5.4.2.1 Research

Term papers by students in music departments of many
universities refer to Luang Pradit Pairoah’s sehool but a proper survey has never been
done. No academic research has done by the EPS. A few formal research studies have
dealt with Luang Pradit Paireah’s schoael or the FRS; but all of which were conducted

by outsiders.

.

The first exampleis® Wimala. Siripong’s. thesis on “Transmission of
Traditional Thai Music /Culture-in ;Current Thai Society: Case Study of

Silapabanleng Family and PathayakosoI_F'amin” (msduneaiausssuauas Ingludenuilagiiv
AnnsdianamneInsauazanadadissae) 0 1992, This research provides information about
}

music teaching by both the Pathayakosol fa‘rr_‘ﬁly-l_,and the FPS.

Two research studies by Patarawadeg Puchadapirom also mention Luang
Pradit Pairoah’s school during his life time. These works include “Status of the

Piphat Player in Thai Society from 1868-1925" (anwamvonindlwméludsaune wa2411-

2465), and “The Transformation of Entertainment Culture in Bangkok Society

from 1948 to 1957 (nsulfeunlasvesiaussiuaauiuialufnuniunnan.qa. 2491-2500).

Qther. exampleés include £‘Concept/and Production of Web Sites for Thai

Children” (wnfauaznszuaumsndann laddmsuianing) by Thanyamai Angsuwattananont (£

1o Sagdannuudt) in which the FPS website, www.thaikids.com, was party of the sample.

“The Process of Teaching Kim of the Thai Classical Music Club under the

Supporting of Luang Praditpirho (Sorn Silapabanleng)” (nszvaumsaeneainvessusy
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auasne yaiduarnlszavgIme (a5 Aatusnas)) by Somchai Eambangyung (awsne isewinsga)

directly studied Khim teaching at the FPS.

5.4.2.2 Music Teaching Texts

These publications \were mentioned in Chapter 4 on music
teaching and learning. Most texts are about_ stringed instruments. Khru Chanok
Sagarik wrote these texts-himself and disseminated them only among FPS music club
members. At present, _many  texts are available on the FPS website,

www.thaikids.com.

5.4.2.3.Music Scores

Some books are educational tools while some were made for
special purposes. For example, “Sornthoﬁ@:‘NP.rachum Phon Ngan Phleng Khong

Luang Pradit Pairoah” (ames: Jsuamumasamasslsziuginemz: Sornthong: Collection

of Luang Pradit Pairoah (Sorn Silapabanleng-)’; compositions), was first published in
1982 with the aim af_conserving traditional Thal music as.the cultural heritage of the
nation and also to celebrate the 200 anniversary of the Rattanakosin Era. It gives
Luang Pradit Pairoah’s compositions bothsin numeric form and alphabetical form.
This book is the first step of the FPS to publish full versions of traditional Thai music
scores. (Chanok'Sagarik, interview: 22 June 2008)

5:4.3 Other Publications

There are a large number of books and other publications collected on
the ground floor of Ruan Banleng and the 4™ floor of the new FPS building. These
publications include those related to traditional Thai music, magazines, travel bookss,
novels. ... etc. in Thai and other languages. The first category is reference books
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related to music and reference books from the Royal Institute. The second category is
publications related to the life and works of Luang Pradit Pairoah and other Thai
musicians. The last is general texts. There are also historical images, both drawings
and photographs, which at present have been scanned into digital files for ease of
usage. Other materials used for FPS PR activities are also collected, such as music
programs, booklets, handbills, posters bhd y?}ards.
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The outstan%i m booklets which contain

not only the progra?ﬁj-but various kinds of historical data. The first example is the
music program of Luang Pradit Pairoah’s 120" anniveréla'ry at the National Theatre on
2-5 August 2001. The.content, includes.the backg,round to, this special occasion and
articles about traditional THai music written by ‘Luang ‘Pradit-Pairoah’s descendants.
An important p'artx is the credits listing all the musicians whq}joined the musical

perforriances.

The second one is the music program of Luang Pradit Pairoah’s 120"

anniversary at Sala Chaloem Krung (smawsdunis: @ well known Thai theatre) on 11

November 2001. The music was performed by a traditional Thai music ensemble of

the FPS and the Wong Chaloem Rat ensemble (asuasmauswd). The content includes
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Luang Pradit Pairoah’s biography, the program, songs and lyrics, and credits for all

musicians.

The third is the music program on the occasion of the 100" anniversary of
Khunying Chin Silapabanleng. The performances were held on 4 February 2006 at

Sangkheet Sala, Department of Fine Arts (ddama1 nsudmhns). The content includes

Khunying Chin’s biography, the program, songs-and lyrics, credits for all musicians,

background to this specialoecasion and the other musical programs for this year long.

The other notablespublication is the stamp showing Luang Pradit Pairoah
(Sorn Silapabanleng), which Js already: mentioned in Chapter 4, produced by the
Philatelic Division, the®Communications Authority of Thailand in commemoration of

Luang Pradit Pairoah’s 200"Yanniversary. /

5.5.4 Outcomes -

The first concrete result is thét"tﬁése publications are reference sources
for students or anyane interesied in research about Luang Pradit Pairoah, traditional
Thai music and FPS activities. Both old information, and new knowledge and records
are reproduced many times as long as new events occur. The FPS shows concern for
cultural transmission if’ the form of literature. (Anant Narkkong, interview: 20 August
2008)

The usefulness of'the content is'hot only as a‘record of traditional Thai music
history but also the development of both the FPS and people related to each activity.
For example, the list of competitors in music competition programs can be used for
their careers. Some entries on lists demonstrate a long relationship with the FPS.

Some lists reveal the development of some famous artists.
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The publication which had a social impact is Luang Pradit Pairoah’s
biography written by Anant Narkkong and Asdavuth Sagarik, first published in 2001.
This was seen as a library reference book until Itthisoonthon Vichailak made the film
Homrong based on the book. As a result of Homrong fever in 2004, three reprints
were sold out and a fourth published in the same year. Other TV programs, articles

'FRS isﬁiﬁeful for students, musicians,

and academic works also used thi

The data conse
researchers in wide ran
“At least we onvenience and also for outsiders
because we often ha \ data about traditional Thai

music.” (Asdavuth SaQ
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5.2 Audio Media

Since audio technology was first brought to Thailand in the reign of King
Rama V, people in the traditional Thai music field have long been adapting their work
as audio technology developed. Of the various types of audio recording such as
phonograph, cassettes, MDs, CDs and mp3 files, Anant and Asdavuth (2006: 224)

specifically mentioned those related to Luang.Pradit Pairoah’s compositions.

“Though evidence is.available in many forms and on many occasions of
recordings of his musical performances, his music ensembles, his disciples’ works to
music reproduction “nowadays,” concrete information” and a history of audio

reproductions of Luang/Pradit Pairoah’s eempositions is still not yet clarified.”

The above statement indicates that'a: large number of audio recordings of
Luang Pradit Pairoah’s warks are widélijj,d_isseminated and too difficult to be
collected. Many audio recordings.-are storecﬁat-'Jt'he FPS including many which are not
Luang Pradit Pairoah’s compositions. Th’é§é'*eiudio materials were still in a long
process of categorization-while-data-for-this-thesis-was-ieing collected. The FPS has

been using audio media for commercial purposes and for conservation.
5.1.1 Audio Mediafor Commercial:Purpases

At present, the music, business isan opportunity<for people in the
music field to conserve, transmit, ‘reproduce and create new warks..Many groups of
people and companies participate in this business not only to conserve traditional
culture but also to gain income from musical works. The FPS has formed a
partnership with the Hand Acme Supply Co. Ltd.
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5.1.1.1 Brief History of Hand Acme Supply Co. Ltd.

Hand Acme Supply Co. Ltd. was established in 1984. Chanok
Sagarik is president of the company and Chaiporn Jirajitkosol (fens 3s3asinaa) IS the

manager. (Anant Narkkong, 2008: 60) The establishment and development of this
company is related to Chaiporn’s life and work. Chaiporn is a student of Khunying
Chin Silapabanleng and Khru Chanok Sagarik: Lie formation of the Phummarin band

(»anw5u) around 1985 inspired him to become a producer and he supported this band to
debut the first album in_1986.named Phummarin 1: Damnoen Kwian (qusul: sniiu

n3e).

From the very beginning in 198621990, Chaiporn ran the business using the

Paiboon (lwyad agale) and CA (G apdle) recording studios. The artists were musicians
related to the FPS such as the Phummarln and Kophai (ane'ld) bands. With his

fondness of music and further studies of recordlng technology, Chaiporn eventually
built his own Hand Acme recording studio located at-161/756 Charan Sanit Wong 27

(wvowrsyaiinaed 27), Bangkok Noi District (mauwneniies), Bangkok. From 1990 onward,

many productions under the Hand Acme brand were produced for the music market.

Hand Acme and the FPS are partners in two ways: by law and by personal
connection. Khru Chanok Sagarik, Chaiporn’s music teacher, holds the position of
president of thecampany. As;aresult, thetFPS receives first, priority in production.
Over time, recordings in the form of audio media were continually produced both for
music’s sake and on special FPS occasions. (Anant Narkkong, personal

communication: 2 August 2007)

However, the Hand Acme’s productions are not limited to Luang Pradit
Pairoah’s compositions. (Anant Narkkong, interview: 29 August 2007) Chaiporn is
open to reproducing music compositions of other traditional Thai music composers

and even brand-new pieces. He also works with other groups of musicians and
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produces many kinds of work such as spot announcements, music competitions,
celebrations, etc. Apart from commercial work, non-commercial work is also done.
This kind of work is voluminous and not yet literary clarified. In summary, Hand
Acme is one of the recording studios in Thailand that have continually participated in
traditional Thai music reproduction.

5.1.1.2 Audio Productions of Hand Acme Supply Co.,Ltd.

This _section . highlights albums according to their
characteristics. The examples. below are Luang Pradit Pairoah’s compositions or
related to special FPS-0Ccasions.

1),Audio Productions -'Produced by Music Bands

@) Phummaﬁh--band (aanisn)

The PhJUm;marin band, directed by Khru Chanok
Sagarik, was established in 1985. Members included both-professional musicians and
Khru Chanok’s students. Eight albums by Phummarin consist of Phummarin 1:

Damnoen Kwian (nasu L: andlundew) in 1986, Phummarin 2: Arun Khai Saeng (na@u 2:
agnslauac) in 1987, Phummarin 3: DamnoengSai (nssu 3: anfiunsne) in 1988, Phummarin
4: Long Nan (nawd: dewim) Ini 1990, Phummarin.5: Sang Khon (n:3u 5: sesrew) in
1991, Phummarin 6: Kham Hom (n:3u 6: Awes)=in 1994, Phummarin 7: Bulan Loi
Luean (nsisu 7: dvataeslden) in1996'and Phummarin 8: Sai-Mok Dok-Moei (n:3u 8: ane

wwenmanwna) 1IN 2000.

The Phummarin band is predominantly stringed instruments, especially Khim
and Gu Zheng. Other instruments were sometimes added for more interesting

harmony, for example, acoustic guitar and the Erhu (seey: The Erhu or Nanhu is

Chinese stringed instrument.) in the fourth aloum Long Nan, and the Saung Gauk,
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Burmese harp, in the eighth aloum Sai Mok Dok Moei. In some albums, various
traditional Thai instruments were included such as Sor-Duang, Sor-U, Sor Sam Sali,
and Khui. Electric instruments were also used such as synthesizers, electric pianos and
others.

(b). Korphai band (2anels)

Kophai-literally means a thicket of bamboo, and
the band first appeared in‘the traditional Thai music arena in 1983. That year the band
won a music competition tnitiated by the FPS. Ever since, they have been known as a
group of young musicians«#from different schools presenting traditional Thai music to
the public. Their background shares part of the FPS history since they used the FPS
for rehearsals and activities: They were also related to the FPS as volunteers until the
present. Early members in 1983 ta the ‘y_oung generation today include musicians

from different careers.

Kophai has diverse musical charfi;\tté'ristics; the group has widened its
repertoire from traditional forms to cross—o.v'e:r_ 'afeas suchas folk-pop, popular, fusion
jazz, Asian-mix, and’experimental music. Over the past 20 years, the band has
released a number of CD albums and performed in numerous public concerts both in
Thailand and abroad including Malaysia, Austria, England, Scotland, the USA, South
Korea, Taiwang France, and Cambodia. The ‘group also frequently participates with
other leading Thailand ensembles and celebrated artists. In addition, Kophai gives
lecture~demenstrationspand, werkshops jim Thai ./musie, for; educational and cultural-

appreciation purposes. (Kophai Data, Computer file: 2006)

Most of Kophai’s albums under the Hand Acme label, feature Thai music in
both traditional and contemporary styles. Their work varies in detail especially the

essence within each composition, and can be categorized by type of music ensemble.
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As a Piphat ensemble, Kophai launched the album Chang Kin Bai Phai (41sfiu
wl) in 1999 featuring a Piphat Mainuam ensemble (fwwé'lsua). Most of Luang Pradit

Pairoah’s compositions in this aloum are variations that the master created.

The two Hom Rak Homrong (luséalvalss) albums, made in April and May 2004

after the success of the movie Homrong, .eonstitute special works of music

reproduction.

“This [first] album was made ... just before the lengthy tour of Europe by the
Kophai Percussion Ensemble. ... The recording selections came from both the movie
soundtrack and from the.€oneert program. ... There are four kinds of Piphat presented

in this album, namely Piphat Sepha (Inwdian), Piphat Mon (fwweueny), Piphat
Mainuam (fwwelifuan) and Piphat Nanghong (i mewswsd). Each of these Piphat has its

own tone color and functions in different cﬁ’i‘tﬂral aspect.”
(Korphai Band. Hom Rak Homrong , CD cover: 2004)

The second Hem Rak Homrong album provides more music masterpieces.

“We collected some more songs from the film and rearranged them onto our
own acquaintance! This CD is‘therefore not-exactly a replicaof the movie soundtrack,
but rather conveys our feelings of the wonderful world we discovered from both the
film and,our-latest musical-journgy.”

(Korphat Band. Hom Rak Hemrong'2,-€D cover: 2004)

The album “Luang Pradit Pairoah: Maha Duriya Kawi Lum Chaophraya

Hang Usakhaney” (wassisziuglniez: smesaniguidnszenuwisgmame), which literally means

‘Luang Pradit Pairoah, great composer from the Chao Phraya river basin of Southeast
Asia’, features Piphat Mainuam presentations of Luang Pradit Pairoah’s compositions
which combine the music of other cultures. This album was the gift attached to the
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third edition of Luang Pradit Pairoah’s biography in April 2004. The selected

compositions reveal each style of Phleng Phasa (iwawnm: song that shows specific

cultural characteristic).

“As the book presented Luang Pradit Pairoah as one of the great music
masters of the southeast Asian region whoscomposed lots of musical compositions
that show different variations of this regional cultures, this CD helps listeners
appreciate the different characteristics of each song.”

(Anant Narkkong, interview: 18 June 2009)

The album Homrong (Tualss)y or “The Overture™ was recorded when Kophai

joined the traditional Thaipuppet performance at the Joe Louis Theatre in 2005. They
played both Piphat Maikhang (3w liifs: a kind of Piphat ensemble) and western

musical instruments. The sangs are partly. from the movie soundtrack and partly

adapted to the puppet show: 2

Most Khrueang Sai ensemble albums combine Khrueang Sai and other kinds

of musical instruments. In Thep Banthom (wmwussna) in"2002 and Pirom Surang
(Rsudgsned) in 2003, Kophai played different styles of Khrueang Sai such as Khrueang
Sai with Khim/(dueiadtlssanad) and Khrueang SaitwitmKhimeand Organ (sasiesananas

An-easunu).

The album Ratri Pradub Dao (swisszsiuana: starry night) appeared in 1991
using Khrueang Sai with Khim. On the album Khom Dam Din (seusnau) in 1992,

Kophai played a Khrueang Sai ensemble as the main theme and combined

experimental music on some tracks as in the composition “Yawa” (waszan). This

piece was performed in a Gamelan style using real bowls as the musical instruments.
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The album Khak Kao (usnza) 1998 used Khrueang Sai with organ (aswiesananasessuni)

presenting Luang Pradit Pairoah’s musical works.
2) Audio Productions of Khim and Stringed Instruments

Many productions of Khim music were continuously
released from 1980 onward. Contents include~both solo band performances and
traditional and cross-over music (Anant Narkkong, 2008: 58). The tone color of the
music is almost the same since_enly Khim and a few other stringed instruments were
used in the productions while the differences refer to the motivation and occasions for
recording these works.

For example, the callection WeaW._Siang Khim Muea Wan Wan (wiadasdile
fuanu) was first made by Khru Chanek Saga}ik in 1981 with two aims: to earn money

to set up the FPS and to record'Phleng Tad;fb-r_"s'educational and cultural preservation

purposes. The first recording-was made at the Sitthi Thavon recording studio (¥aq
Tuiinides@nsaes) in a triple-cassette-format.—-he-firstaim-was achieved since all albums

were sold with an income of 40,000 baht for the FPS capital fund. The second
purpose is seen in the re-issued version in 2003 and the following collection Weaw

Siang Khim (@eidesas).’ |Bothtalbums were: produced for educational purposes. The

reproduced version includes two albums made by converting the original cassette
versionsiintd both cassettesiand CDs at the Hand Acme recaording.studio.

The Weaw Siang Khim collection, including two albums appearing in 2000
and 2002, was made for educational purposes. The compositions selected are used in
music courses at the FPS music club. The melody and variations were simplified by
Khru Chanok to suit beginners learning traditional Thai music. The Khim player on

this album is Nithi Srisawang (i3 sisad).



146

The “Sabad Mai Bon Sai Siang” (azfnlsfiuuanadas) collection presents different

variations of the Khim sound through all six albums. The first, “Sornthong,” in 1992,
was the work of winners of the Sornthong National Musical Competition. This album
was an opportunity for young musicians to record. The entire second album in 1993

was Chaibhuk Bhutrachinda (fusas sinsiua1)’s work. The third, Thepthong (mwnes), in

1998 contains traditional Phleng Diaw i a new variation created by Asdavuth

Sagarik and Nithi Srisawang. The fourth-in=2000, Chom Sang Thong (suuamas),

presents Luang Pradit_Paireah’s compositions with new arrangements by Nithi
Srisawang. The fifth in.2002a0 Phaen (aiun), and the sixth in 2003, Yawa (s221),

are also made in the same style:

More Khim productions “were prééented in . individual works. Chaibhuk

Bhutrachinda (#ssns ansvuaa) was: the music director of two albums in the collection
Sodsai Nai Sai Siang (aalalugodsd) 10 1993 The music was a kind of Khim orchestra
(3wny) played by group of young musnmans Addltlonally, Chaibhuk played a Khim
solo in all three albums of the collection Sen Slang Samniang Khim (#uwdaedilasda) in

2002. Nithi Srisawang was the music director for the two albums of the collection

Fang Phro (#swnsnz) in-2006 and five albums of the collection Khim Sai (fuana) which

appeared from,2003-2004.

A different style is shown®in two albums of the Did ¥ Ti Pao (fn&siuh)

collection in"'2002"and*2003, with*Phleng Diaw played with different instruments in
each composition such as Khim, Sor Sam Sai, Sor Duang, Sor U, Pi, Ranad and
Jakhe. The album includes both new recordings and reproductions of the old versions

recorded in 2001 on the occasion of Luang Pradit Pairoah’s 120" year anniversary.

3) Audio Productions for Special Occasions
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Most productions in this type were for funeral
ceremonies or the anniversaries of musicians of this school. The aloum Ram Luek

Thueng Khunying Chin Silapabanleng (57dnfqamdstu faussme) was produced in 1991

as a tribute to her funeral ceremony. The music includes Khrueang Sai and Piphat
Mainuam.

The FPS and the Hand Acme cooperated to reproduce many works in 2001 on
the occasion of Luang Pradit Pairoah’s 120" anniversary. Approximately ten albums

were made to celebrate this‘occasion.

The collection Phaen Siang Boran Lak Than Phleng Khru (wiwdestusn ndngu
masag) consists of three albums;/Nang- Loy (uasaes), Serani (wws:il) and Buraphaphirom
(uswisud), all reproduced” with' the aséistance of the ancient record collector,
Mr.Thongchai Jaruphornchai (foysedierarsnsda). T he original of Nang Loy was produced

by the International Talking Machine Cdr’ﬁpany using the icon of a building as a
trademark and the word “Odéon” written on the disk. Thai people knew this as

“Phaen Siang Tra Tuek’ (usw@asasiin). Artists included those who played important

roles in traditional Thali music in the reign of King Rame_\ such as Mom Som Jian

(wiendwaw), and the Phinphat Nai Plaek Nai Sorn (cssusifiaummdunaulanunesen) ensemble

in which Luang Pradit Paireah was a member:

The Serani label is a music business directed by Khunying Ram Bandit Sitthi

Seraniz-Yiam Suwoig, (s dnlnnansese ek q9d), @ famous singer from the reign

of King ‘Rama V to the reign of King Rama VII. The target audience was the
aristocracy. Most works were re-mastered with better quality than before. The music

was Luang Pradit Pairoah’s Piphat ensemble. The cover of 2001 stated:

“This album aims to present both the quality and reputation of artists.

Moreover, it can be considered as material for musical education purposes since
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interesting methods of traditional singing and variation of ancient Piphat are
included.” (Serani, CD cover: 2001)

For the last album, Buraphaphirom also contains compositions selected from
many labels. Artists include famous singers like Mom Som Jian and Khunying Ram
Bandit Sitthi Serani. The music is played by L uang Pradit Pairoah’s Piphat ensemble

and an Angklung ensemble.

The Maha Duriyang-Thail (wnasensdlne) collection includes two cassettes

recording the live performances of the Maha Duriyang ensemble on 8-9 August 1981
at the National Theatre on‘the occasion of Luang Pradit Pairoah’s 100" anniversary.
The music is a combination of ‘Khim, Gu Zheng and Angklung ensembles playing
Luang Pradit Pairoah’s/compositioris. Thé_ original materials were videotapes under
the copyright of TV Channel 7. Paiboon 'pémrongchaitham (Iwyael snsedusssn), With

permission from the FPS, transferred. the videotapes into cassettes labeled Onpa and
launched in the music market in 1983. Pai}bdon_later ran the popular music business

known as GMM Grammy PLC (1w Adiuda unsail 4 sbingn) (Anant Narkkong and

Asdavuth Sagarik, 2006: 232-233). The two Maha Duriyang Thai cassettes were re-
recorded by Hand Acme on the occasion of Luang Pradit Pairoah’s 120" anniversary
in 2001.

The collection Phleng Di Thi Ban Bart-(wasiithuunns) was produced from

David Morton’s recordings mentioned-in Chapter:2.; This ‘collegtion _consists of four

albums of solo Piphat instruments (iaaweiestlnme). Compositions in the albums include

Phleng Diaw in different variations according to each musical instrument. Musicians
included Luang Pradit Pairoah’ disciples who became important music teachers such

as Khru Ongkan Klibchuen (pglesnas naviu), Khru Sano Luangsunthon (agisuns waasguns),
Khru King Ploiphet (asiiswaeanes), Khru Bunyong Ketkhong (agusyess inmes), Khru Cho

Akatsaprong (ngie emeildss), Khru Jaran Klanhom (agasa nduwes), Khru Sawaeng
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Klaithim (aguans rdneiiar), Khru Prasoet Sodsaengjan (mgdsziasg anuasdung) etc. Anant and

Asdavuth (2006: 230) added:

“This collection is a precious heritage for both educational purposes and music
conservation. More albums should be produced at the next appropriate opportunity
since there are more of Morton’s recordings available at the FPS such as of Wai Khru

ceremonies in the past and further various musicwersions from Ban Bat.”

The album Phleng Khru Khu Samal (masageasie) was another production of

Luang Pradit Pairoah’s gompesitions in various music styles. The FPS invited many
contemporary Thai musig bands o join'tﬁis production. Inspired by string quartets,
Lerkiat Mahavinijchaimontri (iaalfias# wﬁ%ﬂéﬂwm’?‘) used different types of Sor to play
the song Khmer Liap Phra/Nakhon (mm@ﬁﬁ_m;um) in fine harmony. The Kophai band
presented a nostalgic version of ‘the son:"g Yipun Ramphueng (duiriis) with an

|

Angklung ensemble. The sound of the Gu Zh'e':ng was presented in the composition

Arun Khai Saeng (asaslauas) played by the Phummarin band. The composition Nang
Loeng (wwias) or Ma Wing (i) was performed in Techho Dance style by Chaibhuk
Bhutrachinda. The song Homrong Ground Nok (luulasasauen) is a combination of
Piphat and electronic music.played. by.the Fongnaam ensemble (ssiewin). The Boythai
ensemble (aswuesing) played the song Phro Kham Khru (ws1zA1ag) using the melody of
the compositionLao, Damnoen-Sai (aas1.8uase) and adding lyriesitorexpress gratitude

to musiciteachers. Also, western musical instruments were part of the production. A

saxophone was used in the song Nok Khao Khmer” (unianauns) while the Chamchuri
String Quartet (ssanwsiassaenanin) played the composition Lao Siang Thian (anidaeiiaw).
Saharat Chanchalerm (awig dunsiaan) played the piano for the composition Chom Saeng
Jan (suussdun$). The last piece, Yawa was created using the sound of brass instruments

with Angklung by Boonrat Siriratanaphan (yeysm! #@snuiug).
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The album Kruan Ha (ashayw1) was released in 2001 to celebrate Luang Pradit

Pairoah’s 120" anniversary (Anant Narkkong, interview: 30 May 2009). The Kophai

band chose a Mahori ensemble (hw1w3) to present the music. Compositions include

both Luang Pradit Pairoah’s works and traditional Thai pieces for which the master

created new variations.

Other special albums include Siaw Nueng Khong Khru Banleng (ideavilwesng
ussiaa) 1N 2002 on the occasion of Khru Banleng. Sagarik’s funeral, featuring both

Khrueang Sai and PRiphat<Mainuam. This album reproduced Khru Banleng’s
compositions which mostly are songs used for School Radio. The album Phleng

Chanok (waszun) was reléased in 2006 as ;oh the oceasion of the 50" birthday of Khru

Chanok Sagarik. The music includes a Khrueang Sai ensemble and a Mahori
ensemble played by the Kophai* band. Most of the pieces are Khru Chanok’s
compositions and other pieges adapted frOfirr Fhe traditional Thai compositions. One
sample is “Yipun Ranjuan” (s Wh|Ch Khru Chanok adapted from Luang
Pradit Pairoah’s composition “Yipun RamphUéﬁQ” (iuiis). The album Roi Pi Khru
Banleng (100%asussias) Was made as a tribute to celebraie Khru Banleng Sagarik’s

100" anniversary in 2008.
5.1.1:3 Other.Commercial Audio Productians

There are. more |productions | 'of ‘traditional “Thai music by
various groups of musicians and organizations, including compositions by both Luang
Pradit Pairoah and other traditional Thai musicians. Focusing only on Luang Pradit
Pairoah’s works, Anant and Asdavuth (2006: 250-251) mentioned:
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“More productions of Luang Pradit Pairoah’s music are available on various
records and widespread among musicians. New works have been continually
reproduced by new groups of musicians and new labels and in new music styles.
Many sound archives have collections of the master’s work. However, an entire
discography has never been done. Hopefully someone will be interested in studying

these musical collections.”

Obvious examples.include Chaibhuk’s-werks which were produced by many

companies such as Nong Thaprachan (Fuidawimszauns), Ocean Media Co. Ltd. (13w Te
deu fi50), the music works of Fongnaam (ssnesin), Boythai (asuesine) and others.

Among these works, thefreproductions-directly made as a tribute to Luang Pradit

Pairoah include the “collgction /Siang Khong Paendin (@ewweuduniu: sound of the

country) by GMM Grammy fin 1999. There are seven albums of Luang Pradit
Pairoah’s works featuring a Piphat ensemble played by musicians of the school.

Other examples include - Prasidh Silapabanleng’s (uUszani Aadussias) works.

Prasidh arranged some-of-his-father’s-compositions-ii-a western structure. The music
in the album “Siang Thian” (@swiiew), released in 1996 and Choed Nai (dnlu) in 2004

were played by a symphony orchestra.
5.1.2 Audio Media for Conservation

Asdavuth (Interview:'5June 2009),"“who'mainly takeseare of FPS stuff
explained the aim of collecting audio materials.

“All these audio works are preserved for conservation, not for commercial
purposes. It can be considered as management of information for future usage on any
occasion. Normally, we collect various types of sounds as evidence. When the proper
time comes, we present these interesting sounds to the public since each piece has
specific information about society’s history.”
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On the ground floor of the Ruan Banleng and on the 4™ floor of the new
building, large amounts of audio materials are collected in various forms. There are
early records, musical cylinders, vinyl records, long-playing record, reel to reel tapes,
casettes, MDs, CDs and mp3. In terms of quantity, there are more cassettes due to its
durability. Another reason might be that cassettes are now out of date and unwanted
so some donate them to the FPS. Same have been bought while most have been
donated mostly by individuals with personal gonnections to the FPS. More items are
private recordings of special-occasions' and-various live performances. Some items
have been transferred from ole foermats to new for modern use. For example, lots of

cassettes were transferred intc CD format.

The content incltdes both works felated to Luang Pradit Pairoah and the FPS
and works not related. Labels are not Iimit“ed'-the Hand Acme but includes a variety of
labels. There are almost all music styles: “Thai music and that from other cultures;
traditional music; popular s mustc; musi’c‘? competition performances; interviews;

Dhamma talks, etc.

Generally peopie-know-that-the-FPS-is-a-center-0f music knowledge but since
this collection has not yet been opened for public use, people or organizations
normally have to contact the FPS or the Sagarik family to get permission to access the
material. Also the elassification system is quite idiesyncratic.

“Most, donated, items_were sent, directly* to. me, as a.result of personal
connections. ‘Allll'ean do'is just try:my~best to systematize themifor.public use in the
future if possible. The music library project is still on the to-do list because we need
more cooperation both in human resources and financial support for long-term

effective maintenance.” (Asdavuth Sagarik, interview: 5 June 2009)
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5.1.3 Outcome§Jl i)

The Hand Acme Supply was-related to the FPS through personal
relationships. The traditional Thai music productions of this company are mostly
createdsin contemperary style.iTraditional'compositions and musi¢ bands are seen but
most of them are adapted to suit the modern music market as Asdavuth (interview: 5
June 2009) noted:

“The album Phummarin 4: Long Nan was one factor of the change in the

traditional Thai music field. A Khim Kao Yong (fufwees: a Kind of Khim instrument)

was used for the first time on a traditional Thai music album. People started to be
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acquainted with this new style of Khim in addition to the works of Fongnaam and

Sunthraphorn.”

This point was also confirmed by Anuchan (interview: 21 February 2008),
who works in the music business at Nong Thaprachan, one of the most famous music

shops in Bangkok.

“We already knew the fascinating creativity of the Fongnaam band. The
Fongnaam style sounds moie“westiern and is a kind of serious music that better suits
professionals in the musicfield while the Hand Acme is an early group who simplify
traditional Thai musiC warks and presentrelaxing music to suit a wide audience in

new generation.”

With respect to imusical ‘works -r'el'éted to Luang Pradit Pairoah (Sorn
Silapabanleng) and other musicians in thi'éi Scpool and the FPS, most of which are
produced on special occasions or for special“burposes, Anant (interview: 30 May
2009) noted: Pt

“The most memorable event was Luang Pradit Pairoah’s 120" anniversary in
2001. On that occasion, the Hand Acme released many albums in various musical
styles. The interesting‘point'is that there has Since been 1o More important occasion

when Hand Acme produced a set of music works like that.”

However, there are ‘productions unrelated “to special occasions of the FPS as
well. These are not limited to Luang Pradit Pairoah’s works. Sometimes artists
created work at any time (Anant Narkkong, interview: 30 May 2009). The evidences
show that Hand Acme releases productions approximately at least once a year.

Hybridization is seen not only in terms of musical style, musical arrangement,
music instruments but also in the production process. Each production uses new

sound technology in a modern recording studio. With the technology of digital multi-
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track recording, musicians have the opportunity to mix different kinds of sound and
create fine harmony into their music. Though the selected compositions are

traditional, the sounds of music are new.

“Chaiporn is a professional sound engineer who has the vision to select the
music style, to adapt the essence of the music and ... find a way to keep the main
concept of the productions, that is to reproduce traditional Thai compositions using
new arrangements and adding-more interesting tone-colors.”

(Anant Narkkeng and Asdavuth Sagarik 2006: 236)

Though hybridizatien is seen, compared to other companies, Hand Acme’s
works is unique. Asdavuth/(interview: 5.'June 2009) added that Hand Acme’s style
was the early independegnt music inthe “tréditiona| Thai music field. While other
companies present a greater variety of traditional Thai music both in traditional and
contemporary styles, Hand Acme work s'eéms‘ to stay in some main concepts. The
music uses mostly Khrueang Sai instrumehté."l"'Piphat and electronic music are also

presented to a lesser degree.

“While other companies provide a greater variety of music styles, focusing on
mass production and with the aim of expanding the music market, most Hand Acme
works are quite-heat and;consenvatives They doialsojpreducescontemporary work, but
this is not outstandingin terms of ‘musical variety. Also, the volume of production

does not seem to be.a serious factor.” (Anuchan, interview: 25 February 2008)

A similar viewpoint was expressed by Anant Narkkong, leader of the Kophai
band.

“The image of the Hand Acme is mostly traditional. It makes the image of
Kophai traditional too, although the band can play various kinds of music styles.

Actually, there is a greater range of music productions that Kophai did with Hand



156

Acme but the new pieces have never been selected for the music market. ” (Anant
Narkkong, interview: 9 March 2008)

Hence, considering the general traditional Thai music market today, Hand
Acme still needs to popularize many things to stay in the music business. (Anant
Narkkong, interview: 20 August 2008) However, this company is one label where
Thai musicians can present. their work. Many musicians started working with the
Hand Acme and moved to.other companies. Some-work with both Hand Acme and

other labels due to their produetion goals.

While other eompanies focus more on the music business, most of Hand
Acme’ works are tributes 0 the FPS. This statement can be proved by the grateful
message “with special thanks to the FOquation of Luang Pradit Pairoah (Sorn
Silapabanleng)” which is writteri-on all of the'Hand Acme CD covers. Asdavuth also
added: .

“In the work_here, most people have personal connections. It might not be
effective in terms of -business-—We-weork—-iogeiher—as-brothers so sometimes the
compensation we recerve is less than working for other companies or sometimes there
is no compensation at all since we know that the musical was produced as a tribute.”

(Asgdlavuth Sagarikginterview: 5 June 2009)

Hand_Acme CD covers usually give infarmation on._the motivation of each
work, the history of'the compositien, the musicians, teamwork, the recording studio,
etc. Some album covers are in both Thai and English. The information means that
listeners get not only the music but also learn the production background and keep
them as historical evidence in different format. (Anant Narkkong, interview: 20
August 2008) The other advantage from this kind of CD cover is the credit for

musicians and teamwork.
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“Hand Acme always gives credit to the producers. From the CD cover, we
know every thing. We know the band, musicians, teamwork, recording studio, song
contents and historical information. We can say that Hand Acme works in this aspect
are qualified compared to other companies that provide only the names of the songs
but no other information.” (Anuchan, interview: 25 February 2008)

There are few comments about audio media for conservation, because the
storage section is private.and-not yet-available-to-the public. However, occasional
guests from different places cometo the FPS to use these audio materials for various
purposes. These items are’sometimes: used as educational tools and sometimes
displayed in exhibitions.

As mentioned in/Chapter 2, theré‘_isfa long history of participation in audio
media of the school that can be traced back'to Luang Pradit Pairoah’s lifetime. After
his death, his descendants and disciple's':'!- recorded mostly for conservation and
transmission of the old masterpieces of traditioﬁ'él Thai music. During the FPS period,
commercial production Hand Acme Supply"'C(Tl ‘Ltd runs a music business producing
musical works as tributes-to-the-FPS:—TFhese-new-ereative outputs are suitable for
listening purpose more than conservation. A large volume of works are conserved at
the FPS mostly as historical pieces and educational tools. Considering the advantages
of both types, there are three maimpoints.to be seen; for«preservation, education and
relaxation. Above all, traditional Thai music is existed through these various kinds of

works though. lots of things are adapted to_suit new current conditions.
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5.3 Website

In the world of cyberspace, the FPS website www.thaikids.com plays an

important role in providing news, music, information exchange and downloadable

traditional Thai music to the public.

5.5.1 Brief Background of www.thaikids:com

The mid-2990s was the period when Thai people began to use
computers and the internet. Approximate 90% of the websites were in English. The
Thaikids Software Group had the idea |of“creating a website to provide appropriate
content for Thai children; such as informgﬁon about Thai culture and Thai music and
possibly other fields like s€ience and techholbgy.

Eventually the Ww.thaikids.com website was created. The name “thaikids”

came from the aim to provide this seurce fgr_Thai children. In Thai, the sound “Thai
kid” (neda) means ‘created by -Thais’ (Kif_ﬁybt Sagarik, interview, cited in Anant
Narkkong and Asdavuth Sagarik. 2006: 204:206)"

At the very beginning,-thaikids-provided-many-kinds of information, mostly
about Thai music ané science. Since Khru Chanok—provided information about
traditional Thai musiC, articles about Thai compoSitions, Thai music history,
traditional Thais musie, instruments,; ete, .thaikids, beecame, well-known as an early
website about traditional Thai musie:

Later, most updated data was related te=traditional Thai“music. The team
decided to delete the other but still use the name thaikids because the website was
already widely known as a center of information and news about traditional Thai
music (Kittiyot Sagarik, interview, cited in Anant Narkkong and Asdavuth Sagarik,
2006: 207-208).
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5.5.2 Overview of the website

The website www.thaikids.com is divided into five main parts; Sara

Dontri (anszauss: music information), Khum Tamra (qusnsn: textbook treasure trove),
Phonngan Pradit (waswidszang: « Inventions), Saraphan Banthoeng (answuifuidis:
entertainment miscellany), and Khui Thang Kial.(asnslna: web board).

Sara Dontri contains artieles about traditional Thai music, and audio files for
both listening and downlgading: Khum Tamra provides musical knowledge especially
for the Khim instrumenisPhonngan Pradit presents many computer software and
educational tools produced by the “Thaikids Software Group. Saraphan Banthoeng
provides games and other general knowlé!dge related to music. The web board is the
forum for people to exchange news, information and many more things in music field.

5.5.3 Web Board i)
The thaikids’s web board is the- most popular section of this website
people in the traditional Thai music field have posted since thaikids was created. The

web board administrator uses two pseudonyms “Karakate” (nszina) and “Pai Tam
Tawan” (lumumziw).

Previously the thaikids web-board was'divided into 5 sections by topic. Later,
only the traditional Thai music section remained=and the others®were removed. The
format ‘'was redesignedimany times.; The thaikids web board once had a chat room but
this is no longer provided.

The old web board was more flexible because people did not need to register.
Anyone could access and post messages using any usernames, which was dengerous.
Some people took advantage of this by presenting themselves under many usernames
to ruin the web board. Mistakes in writing, misunderstandings and controversial

discussions were accepted but all impolite words were deleted.
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The web board administrator worked hard on this matter when sometimes
improper things were repeatedly posted. Sometimes there was no rude language but
the discussion was so vehement that the administrator had to close the topic in order
to prevent conflict among people in the traditional Thai music field. Some users
posted topics which were not related to musie such as advertisements of products, job
offers, etc. The web boardwas closed on 22 February 2005 due to an attack by one
user who kept posting messages.uniil the system could no more operate.

The current web"board was created later with a new rule that users must
register to post a message. Thishelps to écreen users since they must provide personal
information, including their e-mail addres§'.'

Though the new weh board is wé,ll-brganized, problems occur. It seems that
people do not express themselves or Write:'a_ny'. controversial comments as they did on
the old web board. (Karakate, interview,f_.-t:_ited in Anant Narkkong and Asdavuth
Sararik, 2006: 216). However, the high frquéhtéy of visiting the thaikids web board is
still the same and new members continue to jaoin',.- ,

The currentweb board is divided into two sections; Wethi Dontri Thai (e
ne) and Suea Khai Laek Plian (Zeanausnulaaw). Wethi Dentri Thai is an area provided

for news, information and discussion. Suea Khai Laek Plian is an area provided for
the exchange of music praducts. The ‘discussion topics 'on Wethi Dontri Thai, can be

divided into three main groups.
5.5.3.1 Thai music information

Many topics discussed are about traditional Thai music.
Examples include “I would like to know the history of ...”, “How to prepare to learn
...7”, “Please share information about ...”, “Does any one have the score of the
composition ...?”, “How can I find the lyrics to ... ?”, “l would like to ask about ...”,
“What should I do to ... ?”etc.
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Once a question was raised, people join the web board to exchange
information. The advantage is that many music teachers voluntarily post messages
answering questions, sharing experience, and giving comments and advice. Moreover,
somehow they get connections fram these people. The web board administrator
added;

“Academic topics or information relatedto music are always interest people.
Posted messages are always Updated and interaction is always active.” (Karakate,
interview, cited in Ananat'Narkkong and Asdavuth Sagarik, 2006: 212-213).

Some topics areé not guestions b.ut articles or discussions. Writers who
occasionally post theig™ own articles iiﬁclude “Chanok”, “Nai Yangson Khon

Bangkhwang” (mwensau audnauana), “Nong” (wieq), ete.

5.5.3.2 News and Events

The thaikids web boart-plays a more important role in disseminating music
news than other media since-itis-fasterand-free.Peopie-can be sure that the news will
certainly access the target group because the users® behavior is still active these days.

The thaikids web board is available to anyone who needs to work on this
matter. The format,of the pests,-as-shown_in the web board, can be divided into three
styles. The first is Updated news' fromother sources. Pai‘TamTawan, the web board
administrator, regularly seeks updated news, public relations releases and articles
related“to music| from ‘online newspapers and posts these on the ‘thaikids web board
with the links and references.

The second are news and events provided by members. Some merely posted
the program and brief details about date, time and location of events. The user

“Anchali” (sy»a) usually gives a brief description of events and posts a large number

of beautiful pictures with captions. “Nong” and “Nai Yangson Khon Bangkhwang”

provide descriptions of events as historical records and also provide pictures.
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The third one, which is the most common, includes informal narrations of
members’ experiences of concerts, events, Wai Khru ceremonies, musical
performances, activities of Thai music teachers, music competition awards, deaths,

etc.
5.5.3.3 Miscellaneous Posts

Some topics are not related to traditional Thai music. Some of

them are from web board-communities. For example, the “Poed Su San” (ilaganw)

thread is where most of Jakhe musicians share information about their life and work
and imagination. Other groups include “S_tudents of the College of Music, Mahidol

University” (fudnniu Inginosienafiail vaanesdouiiaa), “Students of So Po Ko Thao Thong”
(swaudApdii-fos sl nmmad Ao, etc.

Some posts are invitations such. as ":"I—"I"ello...", “Who plays the Ranad please
answer”, “Really miss you .guys from ftraditional Thai music events at...”,

“Khru...How are you?”, etc.
5.5.4 Feedback
Feedback.is_far beyond the original objective to create a website only

for children. Various groups of peaple’in Thailand and abroad visit the website. Other

websites also contain links to www.thaikids.com. It also received the “Best of the

Web” qaward’ in, traditional ~Thaiy music ofrom, Micresoft | Thaitand: [The Microsoft
homepage also provided a link to thaikids . Newspapers, radio and TV programs once

also recommended www.thaikids.com.

The thaikids web board became the strongest online space in the traditional
Thai music field. Students and teachers are the main visitors. Users include people of
almost all ages, with many different levels of education, musicians and others

interested in traditional Thai music.
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Normally users go directly to the web board when they visit this website
because of the high level of interaction in terms of news, exchange of information and

discussion.

“People normally use the web board because other parts of thaikids are dead.
Information there has never been updated” (Asdavuth Sagarik, interview: 5 June
2009)

Statistics from the-old web board show that-there are more than 8,000 topics
on the web board. A«new message was posted almest every half an hour. The
administration team was satisfied bec“,ause new . posts meant people were still
interested. :

The current web board is still popu_lat_.with approximately 26,000 threads on
the web board which continuously: increase, everyday. Current statistics also show
approximately 400-500 visitors per-day. Thg Hi'gh number of online members at one
time was 132 persons on 30-Jung 2005.-G_erjerally, visitors log on mostly in the
evening and at night.- (Karakate, interview, cited in Anant Narkkong and Asdavuth
Sagarik, 2006: 217).

The advantages of‘ihe website for users include updated news, information
and connections in'the traditional Thai music field..The cammunity atmosphere on the
thaikids web board is quite generous and helpful-as can be seendfrom the exchanges
posted &Thig reflects the participation of the modern generation'in cultural activities.
Even for outsiders who have never known about Thai music, the thaikids web site is

one effective channel to learn.



164

5.4 TV Program

The FPS works with TV stations in many ways, generally as part of a
consultant team. During the early period of the FPS, people from the FPS participated

in musical performances as guests in many TV programs such as Thipphawathit (51nns
wwniia), Khrob Jakkrawan (swmsaseuinsna), etc. Most artists were members of the

Phummarin band or Khru Changk’s students:
A drama about fraditional Thai music called “Ranad EK”, produced by

Chonprakhan Chanrueang. (s 5effasf f1msi504), one of Luang Pradit Pairoah’s grandsons,

was broadcast on Channel 7.around 1984-1985. Other descendants of Luang Pradit
Pairoah also took part im"the productioh such as Sanan Silapabanleng, and Nikom
Sagarik. Other traditional Thai musiciansx‘énd volunteers from the FPS also joined the
production. ‘ 4

Later in 2001, the FPS had its own -TV program called “Banchon Dontri”

(tfywsauas: literally means ‘window.of music®) which presented mainly Khim teaching

and a variety of musical performances from both-Thailand and neighboring countries.
This section will fogus on the Banchon Dontri program.

5.3.1 Brief Baekground of the TV program “Banchon Dontri”

The TV _program “BanchonDontri”_was initiated by the FPS with the
aim of presenting traditional Thai music to people through TV as it is an effective
way tosapproach the audience in the modern world (Malinee Sagarik, letter: 1 May
2001). Sponsors included the National Broadcasting Services of Thailand, Channel 11

of the government Public Relations Department (amiilnsimizes 11 nsmlszandiug), the
Metropolitan Electricity Authority (nslW#huaswand), and the FPS. The program was on

air on Channel 11 every Sunday at 11.30 a.m. and once at 1.00 p.m. The presenters

were Atinuch Malakul Na Ayutthaya (edys 1ana a egsen), and Nuannara Nakhanithi

(wrawrs1 winziis).
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The production was managed by the FPS and supported by related
organizations such as the FPS music club, Thaikids Software Group, and the Hand

Acme Supply Co. Ltd. All scripts were written by Khru Chanok Sagarik.
5.3.2 Overview of Banchon Dontri program

Total time was 25 minutes: 4_minutes were allocated to the sponsors
and approximately 18 minutes of content was divided. into three main parts, each of 6

minutes average.

Part 1 Dontri Chi Nae«(#snuidi2)

This was the musigal teaching section. The Khim, taught by Khru Chanok
Sagarik, was the main theme of the progfam. Tips and different techniques of Khim

playing were presented.

Part 2 Dontri Na Ru (ausi3un3)

This part normally presented one interesting musical instrument per week.
Most were stringed instrument such as various kinds of Khim and Sor. Musical
instruments of other musical cultures were presented as well, for example, Kojeng,

Saung Gauk, Danbao (suiih:.a Vietnamese instrument), etc.

Part 3 Dontri Pairo (ausialwisy)

This ‘part presented interesting.musical performances mastly. from the FPS
music club and related organizations. Musical performances at different events were
sometimes presented such as the performances on the occasion of Luang Pradit

Pairoah’s 120" anniversary in 2001 at the National Theater.
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5.3.3 Feedback

Again, a proper survey has never been done. It is seen that the FPS
went further than other Thai music schools since it provided teaching activities
through various kinds of technology ;and media. Banchon Dontri was the first
traditional Thai music TV program which was different from the other Thai music
programs at that time. The music focused more on.stringed instruments while other
programs presented mostly Piphat ensembles. Artists were mostly young musicians
from the FPS music club.while other programs presented famous adult professional
Thai musicians playing serious music (Anant Narkkong, interview: 29 August 2008).

The discussion abovefis'not intended to make any comparison but it shows
that the FPS opened the oppoutunity to thé; young generation play an important role to
conserve traditional Thai music through the mass media. Audiences could see the
image of young people performing. Thai mu3|c among various kinds of modern
entertainment. 5

One obvious result at that time Wasjihat membership of the FPS music club
increased, especiallyyin the Khim course. fhe strong point that supported the
production was that the FPS has a large amount of information in stock to present
each week. Music information and other parts of the program were useful for the
audience.

However, the weak points were that the presentation format and appearance of
all programs was plain and repetitive compared with commercial TV programs
supported “hy “‘mofe| sponsors, ‘The ©ime [slot ‘On ‘Sunday” moining! was also not
convenient for the majority of the audience. Financial support was not enough for
long term production. Hence, the Banchon Dontri program was permanently ended
after six months.

The advantage to the FPS was its capacity to run an activity related to
traditional Thai music and in the mass media. All materials from the TV production
are still conserved at the FPS as historical data and educational material, waiting to be

reproduced when the right time comes.
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5.5 Film

The movie “Homrong”, or in English “The Overture” is the story of a Thai
musician and traditional Thai music. The movie is inspired by the life of Luang Pradit

Pairoah (Sorn Silpabanleng). The reason why director Itthisoonthon Vichailak (5n3
quns 3fednual), decided to make this moviesis: because, after reading Luang Pradit

Pairoah’s biography, he noticed that his life waswvery interesting.

“l think what | have read is a part of history, culture and music. | was
impressed and wanted tostell this story to other people. ... Nowadays, Thai people
have been living and attaghing their lives to the things that are not our real identity.
People may forget that wesalready, have 6Ur,own precious culture. ... We know a lot
of western movie stars,smany Kinds of teclrl_nologies, new styles of mobile phones and
many more thing but we do not know our ré’él Ji-dentity atall.”

(Itthiseontorn Via}faij.ak, interview: 18 January 2005)

This film was, jointly produced by Film Hansa/Co. Ltd. (vSnmweuasnsse),
Prommitr ProductionCo. Ltd. (vSinwseuiiasnmeuns), Sahamongkol Film International
(v51in avwenaildy) and Gimmick Film (uSdw fuiie #ldu). Itthisoontorn was the director and

also wrote the sereenplay. After twe years of production and 25 million baht of capital
investment, the_premier‘was held"at the Bangkok-International Film Festival on 24

January 2004 and the film was releaSed nationwide-on 6 February‘2004.
5.6.1 Overview of the Production of Homrong

Information about Homrong is available from various sources. As
people from the FPS were part of the production team, this section will give an
overview of the production of Homrong as it relates to the FPS. FPS collaborated
since the film was just an idea of the director’s until its great social impact and the

post-Homrong phenomenon.
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5.6.1.1 Information and Connections

With its various sources of information related to both history
and traditional Thai music, the FPS played an important role as production consultants
for Homrong. The work included finding the historical locations, providing
information from historical materials, organizing the historical timeline, interviews
with relevant people for a more profound-understanding of Luang Pradit Pairoah,

casting, preparation of the.music.and musical-instruments, etc.

Negotiation ocCurrgd on many points. The first was how to present the story.
Though Luang Pradit*Pairoah’s piegraphy.was exciting, many conflicts existed from
the perspective of both/Thai history and tifaditional Thai music. The final solution can
be seen in the introduction t@ the movie W_hére there is a statement that the story was
inspired by the life of Luang Pradit Pairoah (Sorn Silapabanleng) but the names,
characters, places and incidents are-a wor'kf- of

|

plot follows. —

imagination. A brief summary of the

Sorn was borain-a-rural-province-of-Stam-during the absolute monarchy. He
studied music with his father, Khru Sin, and became famous in his village. That
period was the golden age of traditional Thai music.

Later, he was brought by a prince to live in'the palace as a royal musician. The
highlight of being a.royal musician was participation.in a.musical competition. At the

very beginning, Sarn was very scared-of Khun'Int(yusu),-his rival, because Khun Inn

was very famous among royal musicians. After Sorn rehearsed hard, he won the
competition. In Thai culture, for the young to compete with adults was considered a
kind of disrespect so Sorn asked Khun Inn to accept his apology. Khun Inn forgave

him and told him to continue to conserve Thai music.
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In the democratic era, Sorn was an old man. The golden age of traditional Thai
music was over. During World War 11, Thai musicians suffered from the government
policy that prevented them from playing traditional Thai music. No matter how hard
Sorn suffered, he conserved traditional Thai music until the end of his life.

The rest of content was adapted from a lengthy biography to a short script.
Some of the truth was still represented and real details were recreated by omitting

some information and adding-imaginary-scenes-and-dialogue.

Moreover, as the aim is'to entertain people of all social classes, the language
needs to be broadly accessible and understandable. Above all, the most important
function of the story is its didactic funcﬁon. The ecore message of the director was
depicted in each scene, For example, that-'-Thai people should recognize their real
identity and conserve it ag much'as possib'le."Other points of Thai culture and moral
teachings were also presented in the'film, Stlféh as traditional Thai music, Thai society,

perseverance, ethics, cultural conservation, follb'Wing the precepts, etc.
5.6.1.2 Music Sound Track

The FPS team helped make connections to people in the
traditional Thai:musicgfield:, The musicsound track; was-aicalfaboration between the
Korphai band, who was responsible for the traditional Thal music arrangements, and

Chatchai Pongpraphaphan. (maws, widilszawiug). Who was. responsible for the overall

soundtrack

Music was the other point where the team had to compromise between the
original Thai music and the time limitations of the film. Many of the selected
traditional Thai compositions were delicately rearranged to suit each scene. Thawisak

s

Akharawong (wifna §asqar), @ professional Ranad player from the Department of Fine
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Arts and member of the Korphai band, doubled in playing the Ranad for the leading
character, Sorn.

The Ranad played by Thawisak together with other traditional Thai
compositions played by the Korphai band were recorded in advance at the Prommitr

recording studio with post-production at the Kantana studio (vsswnfuau). All the music

tracks were brought to the post-production-proeess with the film and used as the

models for actors when they had to play music in some scenes.

The actors, especially ihe'leading character, played by Anuchit Saphanphong

(eudn asiugwed) as the young'Sarn,and Adun Dunyarat (eqad aassaii) as the old Sorn, had
to take music training By Khru Th&Won Siphong (agons eives). They spent

approximately eight menths practicing thé Ranad.

In filming, they had‘the recorded music:as a model and were coached by Khru
Thawon on how to act like a musician turning, using the Ranad mallets at a specific
point of the melody,‘etc. Most of the other musicians in the film were played by

professional musicians such as Narongrit Tosa-nga (wsesani laai) who played the

character Khun In, Bunsang Rueangnon (yma$hs Sesuusi), Sumet Ong-at (g5 sse1), etc.

Itthisoontorn™ carefully” coordinated camera angles “with the music. The
surrounded sound system technology together=with the mixdoéwn process was
carefully done until the output.can be considered realistic. The audience believes they
are listening to the music from the same angle as they see on the screen. (Anant
Narkkong, Nikhom 2004: 75-76)

5.6.1.3 Sets

The FPS also provided a large amount of furniture and props

used in many scenes of the movie. Most are antique items that at present are displayed
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and conserved at the FPS both at Ruan Banleng and the new building. Examples

include phonographs, furniture, household items and musical instruments.
5.6.2 Results and Feedback
5.6.2.1 Honors and Awards

One.form-of feedback was-a-number of entertainment awards.
At the national film Star Entertainment Awards 2004, Homrong got a total of seven
awards: Best Movie, Best.Direcior, Best Male Supporting Actor, Best Screenplay,

Best Photography, Best'Sound,Recording and Best Music:
5.6.2.2 Sacialimpact

At the very beginnihg,‘the movie received poor feedback.
Public relations work was insufficient and misunderstood the audience. The film was
in competition with other mainstream movies. There were few people at some

cinemas. Some even-had-to-cancel-the-program:

Public interest increased after a group of people who saw the movie realized
the importance ofidts content and exchanged ideasiand spread:news in support of the

movie through www.pantip.com/chalermthai, the ‘most popular website in Thailand,

and www.homerong.com. Positive Criticism amang the audience ‘on the Pantip web

board led by Arak Buakhawi(sisn¥ #awin) stimulated the.'group to.set up activities

including a special show time known as “homerong@pantip”.

The mass media was the other key factor that supported the film. Homrong at
that time was the talk of the town. Various mass media, radio, TV, newspapers,
magazines and the internet, focused on discussions of the movie. Articles about
Homrong appeared in various publications in the form of interviews and criticism.

Many TV and radio programs also featured Homrong .
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This popularity helped extend the release which lasted for many months. The
number of Homrong shows at cinema both in Bangkok and the provinces increased.
Special shows were held for important people of the nation: Prime Minister, the
government, politicians, and ambassadors in Thailand. Member of the royal family
were also interested in this movie. Many sources revealed that many people watched

this movie many times.

The movie finally.atiracied great interest-in-Thai and international society
which lasted for a few years..One0bvious sign is the existence of Homrong fan clubs
throughout society. Activities related to this movie, traditional Thai music and culture
attracted attention. (Amant Narkkeng, interview, cited in Music Journal, 2007: 75) The
FPS team was also involved these acfivities, especially academic activities and

providing information.

More examples include the'book “Tamr0| Homrong” (awsesInulse) by Paisan
Inthawong (Inea dunaed) which was pubhshed in 2004 and sold out in a very short
period, the documentary TV program “Siamese Artlsts ($rmsawdaiiu: in the Thai art

history series), a puppet show at the Joe Louis Theatre performing the story of
Homrong in 2005. The event “Hom Rak Homrong” initiated by the FPS in 2007 was
held on the occasion ofcthe 3™ anniversary of the film. Details were already
mentioned in Chapter 4. The Homrong fan club on the Pantip web board also set up a

special meeting on 29 February 2008 on the 4" anniversary of Homrong.

Homrong was subtitled in many languages including English, Japanese and
even Bahasa because this movie was shown in Malaysia and Indonesia as well. The
film and its contents from the movie became part of academic lessons both in
Thailand and foreign countries in terms of film production, film music and cultural

aspect. (Anant Narkkong, interview: 22 February 2008)
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5.6.2.3 Criticism

This section gives examples of criticism in the mass media of
Homrong. Most were complimentary about the beautiful artwork and production. The

movie is suitable not only for people in the music field but people in general.

Apart from the quality of the film-and traditional Thai music, the areas of
discussion included culture,education, ethies, entertainment, psychology,
international relations, national identity and even politics. Impression from the film
content include many poiats; ethics, respect for adults, striving for excellence and
combining the traditional with.the modern.which is the main concern for the living in

a globalized world. -

“If Thai children are encouraged to watch Homrong, they can notice how to
set goals and work hard to achieve them.’-‘f—.f.N Further important lessons concern the
relationship between father and sen in the#n(;f{}ie. It gives guidance to parents in a
globalizing world that they should somehdvi/"'s'dpport the talent of their children with

kindness, understanding-and-rationahity:"(Fearnjar-Na-Ayutthaya, 2007)

Most comments were that it seemed no one was bored with the story or
traditional Thai‘musicuin the imovie. (Thecselected compositions were beautiful and
played in accordance. Credit was given to the professional performance of the music
team, the director, the_ acting.coach and the sound engineer.who-could combine all
specific techniquesiof each field in-one praduction:t

The most popular point discussed in almost all the media was the cultural
identity. People started to realize the precious heritage of both traditional Thai music

and other forms of Thai culture.
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“Though this film was about the Ranad Ek, the hidden text of the movie was
about how to preserve Thai culture using the Ranad as an example. To preserve this
musical instrument can be considered as preserving our culture.”

(Nanthakwang Sirasoonthorn, 2004: 8)

“There are many good Thai moviesbut these represent a great man’s theory or
wars between our nation and neighboring ceuntries which focus on ultra-nationalism.
Homrong is different since-iis-core idea is io-present the importance of our own
culture and look back to respect.the ancient heritage. ... The Ministry of Education
and Ministry of Culture sheuld honor the producer of this movie. The benefit from
watching this movie s mare than listening to difficult'academic lectures. ... They
should learn from this movie as a/model fbr waork on Thai culture.”

(Thanes Jarernmuang, 2007)

“For four years singe the first sdeing of Homrong, public feedback has
already proved that Homrong Tever could raise Thai society to be more concerned
with culture, not only traditionat Thai music but also-other cultural aspects.”

(Anant-Narkkeng;tnterviews-eiied in Music Journal, 2007: 75)

Above all, the question of how to preserve Thai culture in a globalizing world
was of obviouscencern: Though thecanswers jinpeople’syminds vary, one solution
was already presented ‘in the movie. The Ranad and the piano can be played together
in fine harmony. Somehow hybridization can be ar interesting choice to negotiate the
combination of different things. (Itthisoentorn Vichailak, interview: 18 January 2005)

5.6.2.4 Traditional Thai music

During and after the period of the Homrong fever, traditional Thai music
became an important topic since it is the main theme of the movie. Musicians had
more encouragement. Non-musicians also learned interesting points of traditional

Thai music.
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The impact was greater on the young through music activities. Most young
Thais were interested in playing the Ranad which created young musicians of the
post-Homrong. (Anant Narkkong, interview, cited in Music Journal, 2007: 75)

Musical instruments, especially the Ranad Ek, were sold out during Homrong fever.

“The sound of the Ranad is no longer unfamiliar to society. Before Homrong,
most people automatically connected the ‘Ranad enly with Likay. Nowadays, when
hearing the Ranad, people-automatically think-ef-Homrong. Also, traditional Thai
music spread not only in Thailand-but went abroad.”

(Asdavuih Sagarik, interview, cited in Music Journal, 2007: 77)

In terms of musical/Creativity; mUsicians learned to present traditional music
in a contemporary style. Seminars-and “cdhcerts of contemporary music boomed.
Actually, this kind of musi€ has been develbpe'd since the start of the Fongnaam band,
the Korphai band and other traditional Thai'f:m‘u‘sic bands, but Homrong fever was the
turning point for them to present-their workérv&i"dely to society. More traditional Thai
music was presented.in the music market. The entertainment media started to feature
traditional Thai music-especiatty-in-form-of-the-F\v-game shows and cultural TV
programs. TV drama atso used more Thai music and Thai culture.

One unpredicted outcome is that Khru Narongrit Tosa-nga, who played the
character Khurt:Indinjthe movie,; becameiafamousistar-known:as the representative of
traditional Thai, musicians in the ‘mass media. Apart from teaching music, he was
offered.a large.amount of work.as a result of ‘Homrong, fever. ‘Many mass media
outlets, concerts, seminars and other musical activities invited him'and his band.

Because traditional Thai music and film had never before been combined,
Itthisoontorn not only presented his idea but also gave the answer to all questions
about traditional Thai music field and other cultural forms. This movie can be used as
a model for other groups of musicians to adapt traditional Thai music to globalization.
For the FPS, at least, the way that Homrong raised people awareness of traditional
Thai music was considered a success in conservation. (Anant Narrkong, interview: 20
August 2008)
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5.6 Radio Program

Radio is one mass media channel that plays an important role in providing
both knowledge and entertainment to audiences on a wide scale. It is accepted that
radio is one channel that can reach people throughout the nation when compared with
other mass media channels. This is because radio covers more areas than other
channels. Also radio has been an important ehannel for traditional Thai music over

time. The FPS uses this media-through-the program-“Phleng Di Si Phaendin” (s1oms

masdssurudu). This section prevides an overview of its production.

5.2.1 Brief Backgound of the Radio Program “Phleng Di Si Phaendin”

The radio program was th!e_ initiative of Malinee Sagarik, Secretary-
General of the FPS, to present traditional Thal music as she noticed that radio can
reach people nationwide. It is-known thai'-,_- Fag_jo IS a low-cost medium, but it can
broadcast throughout more areas with stabil_i_ftj Moreover, the heart of music is sound.

In cooperation with the Foundation of King Rama VII (yaiiswszumamaa
wszilmindudedita) and the Foundation of Luang Pradit Pairach (Sorn Silapabanleng), the

program “Phleng Di S¢i Phandin” is broadcast on FM 87.5 MHz every Sunday from
6.00 p.m. to 7.00 p.m. The program is for ‘cultural purposes, and not for commercial
profit. The title “Phleng.DiSi Phaendin’ literally means fgood songs of the country’.
The objective of this program is to provide the goed traditional Thai-music pieces.

The first broadcast of this program was in January 2006. Malinee Sagarik was
the first guest on the program giving publicity about FPS events in that year “Ngan
Chang Khru Chin.”
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5.2.2 Overview of Phleng Di Si Phaendin Production

Anant Narkkong has been the presenter since the first broadcast. The
Secretary-General of the FPS, Malinee Sagarik, chose him because of his experience
with many types of mass media, including radio. Anant is also a musician with a
broad cultural background, and a profound understanding of traditional Thai music
and also other kinds of music. He also has prefessional public speaking skill both to
inform and to entertain. Above all, Anant has long-werked with the FPS so he knows
the right direction to work and«woltnteers his services without payment.

As producer, Anani*Narkkong has freedom to manage the program (Anant
Narkkong, interview:#24 August 2007). At first, the program was performed live.
Later, since he was very busy traveling, he hardly went to the station. The program
was recorded in advancesat fils home stud‘ipfor sometimes at his workplace. He made
recordings by himself and delivered them to the radio station, sometimes covering a
whole month. Sometimes the sound managé}nent on the recordings was a problem on
air. Post-production was necessary. HoweileNr'J,."" whenever he wants to perform the
program live, he goes to the station (Anant Na'rkkong, interview: 21 February 2008).

The music i$ semetimes-taken-from-commerciaily available CDs. Sometimes
Anant chooses his own field recordings and recorded musical events (Anant
Narkkong, interview: 29 August 2008).

Program,presentation has an‘introductionthat is almost'the same every week:

“Welcome'everyone ta “Phleng-Di Si Phaendin”.radio program broadcast on

the parliament radio station on FM 87.5 MHz every Sunday from 6.00 p.m. to 7.00

p.m. with Anant Narkkong from the Foundation of Luang Pradit Pairaoh (Sorn

Silapabanleng). Phleng Di Si Phaendin is broadcast in cooperation between the

Foundation of King Rama VII and the FPS and aims to present good pieces of music
and news of traditional Thai music. Now enjoy the program.”

(Anant Narkkong, Digital Recording: 24 August 2007)
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The language and style is formal. Too much criticism on things is not possible.
Staff of the parliament radio station checks strict rules on, for example, promoting
albums, royal language and idioms. Therefore, sometimes the tone of speaking was
changed but information about products and sources are still given to listeners (Anant
Narkkong, interview: 24 August 2007).

Though the main theme is music, the program contains other material like
interviews, news, current affairs, discussions, and phone-ins. Content is varied and not
limited to Luang Pradit Raireah’s works and-FPS-activities. All kinds of music are
presented. Anniversaries of traditional Thai music events are also covered. When the
program is performedlive, music news and events were focused. Anant also talked a
lot in order to provide information and current news."When the program is pre-
recorded, pieces of music, various informétion items and news of musical events were
randomly presented (Anant Narkkong, intén)iew: 29 August 2008).

Examples of musi¢ pieces related to ‘events include the Hom Rak Homrong
event at Ruan Banleng in 2007. The Phleh‘Q--Di Si Phaendin program helped the FPS
in terms of public relations. Piéces of USIC }é'i:orded at this event were presented a
week later in the radio program: &

The Sornthang-Natienal-Music-Competition-in- 2007 was an opportunity to
promote both Sornthong contestants and the FPS and to link activities and news of
traditional Thai music, FPS activities, and Sornthong alumni.

Obituaries @fmusic-teachers;and important persons in-traditional Thai music
field were presented two or three times, but this was not successful. Therefore, these
were dealt with.in other programs.,

Other: traditional Thai: music tevents are ipart of.the 'program as well. The
quotation below is taken from the program about the Wai Khru ceremony and Piphat

Prachan at Wat Pa Thammasophon on 23 August 2007.

“Today, | would like to encourage you to go to Lopburi province which is
noted as a source of art and culture. ... Lopburi is an important place for the Piphat
Prachan. Every August, all musicians from the central part of Thailand go to Wat Pa

Thammasophon. ... Piphat Prachan was attractive in the Wai Khru ceremony
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organized by the Lopburi Traditional Thai Music and Dance Club this year on 23
August 2007. ... In the evening, it was exciting to see many people from all parts of
Thailand there. ... Both youths and elders were in the pavilion waiting to see the
leading Ranad player perform.”

(Anant Narkkong, Phleng Di Si Phaendin [Radio Program]: 26 August 2007)

In live broadcasts, a phone-in program is.arranged. Important persons were
invited to the station to.ialk-about issues-like-iheir musical works and musical

criticism. Malinee Sagarik, Pom Boythal (flew ueslng), Khun In (yusu) have been guests

as well. Listeners had the chance to speak to these persons. (Anant Narkkong,
interview: 24 August 2007)

5.2.3 Feedback

Generally, the succeéé "o,fﬂ a radio program depends on audience
response only. The audience respense to the“bhleng Di Si Phaendin program has
never been properly measured. From Anant’s pbint of view; he does not know exactly
how much the audience to form an estimate of their demands. People would like to
know about different aspects of Thal music. The target audience for him is modern
because he thinks that there is a lack of mass media for Thai music at present. He is
not concerned about the former audience-as‘they. are fond ‘of music. This program
does not seem 10 have had much feedback from the public because there has been
very little talk about,this program:

However' this program’is a“good way to ‘promote the FPS.<As the program
belongs to the FPS, the presenter has been able to say talk exclusively about the FPS,
and this makes the FPS better known. For greater effectiveness, the FPS should
support the development of its staff to improve their skills especially with the mass
media. Music projects and use of the mass media must work together. PR, education,
entertainment are very important to enable people to gain benefit of cultural concern
and using sound resource through mass media. Moreover, it would be good to

maintain sound archives of the program.



CHAPTER VI

ANALYSIS AND CONCLUSION

So far this thesis has analyzed the process of traditional Thai music
reproduction in contemporary Thai saciety by using the Foundation of Luang Pradit
Pairoah (Sorn Silapabanleng) as a case study.and has identified the various activities
and various forms of the mass media used by-the =PS in the reproduction process of

traditional Thai music.

This chapter widl" besdiviced -into 4 parts. The first part will discuss the
hypothesis focusing on the significant of cultural hybridization and various form of
mass media used as strategies of FPSV“ in the transmission and reproduction of
traditional Thai music” The second part will identify other factor supporting the
effectiveness of reproduction of Thai musigi.p__dnducted by the FPS. The third part will
analyze how the FPS can be and as a case: study of an organization in music
transmission and reproduction. And  the ,I_a:st_v part, the conclusion, will generally
discuss the future of the FPS and the future of traditional Thai music.

6.1 Cultural Hybridization and Various Forms. of Mass Media in the

Transmission and Reproduction of Traditional Thai music

The hypothesis of the thesis can be proved by the thesis findings that both
cultural,hybridizatien+and various farms of activities and mass media.are necessary in

the process of traditional Thai music transmission and reproduction by the FPS.
6.1.1 Cultural Hybridization and Reproduction
Hybridization in the FPS’s transmission and reproduction of traditional

Thai music is found in many aspects. The first aspect is that the FPS creates a hybrid

from the original and modern styles of music reproduction. New works are then
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created as the result of this combination. In terms of music transmission, the obvious
example is the music teaching process where the FPS music club has long developed
original teaching concepts, modern teaching devices and other educational tools in the
form of CDs and online software.

Live performances are other example of this point. Many music bands perform
both traditional style and also adapt their/styie to.modern music. Each band defines
itself as a contemporary-music-band and has-iis-ewn performing style. These music

bands include, for example, the Kophai Band (aune'n), Bangkok Xylophone (sunsnen
loTalulu), Bangkok Acoustic (sunonezqain), ete. However, traditional Piphat

ensembles are still seen. Fhey were invited to join both grand ceremonies and other

occasional events of the FRS.

In terms of musicreproduction, hybfidization of original and modern styles is
seen in the concrete outputs: The obvious ei{ample IS audio productions. To reproduce
old works in the form of cassettes and CDS IS _ah_ example. Some re-issued versions of
old formats such as the collection Phaen Si‘ar}g Boran Lak Than Phleng Khru and
Phleng Di Thi Ban Bart, Weaw Siang Khim Muea Wan Wan.

Film production salso contains hybridized characteristics of originality and
modernity especially in the music.- Traditional ‘and electronicimusic were combined

also mixed with'the post-production both in music sound track itself and in film clips.

Hybridization in musical integration is also found. Some compositions were
reproduced many times in different music styles, with different sounds of musical
instruments and different variations of the melody. The Phummarin band, the Kophai
band and other musicians produced musical pieces in many styles from the traditional
Thai style to the contemporary style where a variety of music cultures, musical
instruments, and music technology were combined. Oriental musical instruments such

as the Kojeng are mostly used in Phummarin’s works, normally with a Khim or
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Khrueang Sai ensemble. Gamelan music once appeared in Kophai’s works while
electronic music is normally used in Chaibhuk’s works and Kophai’s works.
Angklung is part of production in many pieces. Many types of Thai music ensemble,
such as Piphat Maikhang, Piphat Mainuam, Piphat Sepha, Piphat Mon, Piphat
Nanghong, Mahori, Khrueang Sai, Khrueang Sai with Khim, and Khrueang Sai with
Organ, are presented. These ensembles arg played individually in each aloum. Some
albums contain many types each in a different-picce; some pieces combine types. The
outstanding example is the-album Phleng Khiu-Khu Samai which contains various
kinds of music style; Piphat-ensembles, string quartets, soloists, electronic music,
Thai stringed instrumentsy”Angklung, | Kejeng, Techno Dance, piano, and brass

instruments.

The second aspect of hybridization"-can De seen in media content. This is
clearly seen in the thaikids web board in which a variety of data, from updated news
to musical information both domestic and"i*n‘ternational, is posted daily to musical
communities on the internet. Onre-music tofpic‘ﬂ"'each week normally presents various
kinds of music from different sources both traditional and contemporary. The FPS
publication is anotherexampie=Theough-the-main-theme-fnormally concerns traditional
Thai music, musicians'in the school and FPS activities, avariety of information is also
provided. CD covers also combine credits and historical data of the production,
sometimes both!in Thaii and @&nglishy This isjalsoseencin«exhibitions, library and

museum whose contents cover Thai'music, Thai socCiety and world music.

Furthermore, activities and- media held by 'the .FPS! tend'to have various
objectives and produce various outcomes. One event or one activity may have its own
purpose but many times consists of many functions. For example, musical teaching
functions as the transmission process for music teacher and functions as special
activities for learners. Musical competitions are conducted not only to seek the best
performers but the main function is to transmit Thai music through the competitors’
practice. The rehearsal process creates the motivation for both teachers and students

to learn, to conserve music, to develop musical skills, and reproduce the music
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through performance. Occasional activities function as commemorations of the
special events, the remark of Thai music history and entertainment. Sub-activities at
each event such as seminars and exhibitions can be considered to have an educational

function.

The website functions as a channel to exchange music information, to present
news, and to participate in interest groups: IMany concrete outputs can be used for
educational purposes and.historical material-especially musical teaching devices,
publications, audio productions,”and radio and TV programs. Also, the movie
Homrong is a work of entertainment which contains a didactic function and criticism
and also functions as a'histerical record since it providesa story about traditional Thai
music. .

6.1.2 Various Forms of Mass-Media J

The FPS uses various m‘;'"ass‘media in music transmission and
reproduction, including audio™media, radio and TV programs, publications, the

internet and film. gt

The mass medra presents traditional Thal music to a mass audience. It also
functions as a public space for cultural matters. This at least gives traditional Thai

music various forazin whichrtocexist, transmit, reproduce, and«develop.

Feedback from_the public on the .mass media.is.not.yet clear while a great
impact was seen during Homrong fever. The movie Homrong itself.is considered as
one channel to present traditional Thai music and the idea of cultural identity.
Interaction among various kinds of mass media on the Homrong phenomenon proved
that mass media played a part in bringing traditional Thai music to a wide range of
people. This movie also inspires other groups of people and organization to created

works concerning Thai culture.
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Positive feedback also occurs on the website where many people visit daily
and the level of information exchange is high. When messages are presented through
the mass media, people get news, information and entertainment. People’s
participation through this channel is seen from the messages posted on the web board.
People also participate by joining musical events advertised on the website. They
subsequently participate as volunteers when the music inspired them to have a sense
of cultural concern. In the FPS case, the visitors to.its website are proof that shows the
existence of people in Thai.music field- It also-reveals that the internet is an effective
channel to present Thai musicamaiters in current Thai society.

While the movie Hemgong had a great impact on both traditional Thai music
and culture, some types of media play a;part in presenting traditional Thai music to
the public without social atiention. Radib_ z;nd TV programs provided both musical
information and entertainment but the prbgrams had restricted broadcast time and
limited financial support. The effectivenesis.fpf these two channels has never been
measured so the FPS has not been-able to%ev':';i'luate the cost and target audience in
order to plan future programs. Publications vary in-both form and content. However,
target readers are limited-since-many-copies-were-provided only in some libraries and
available at the FPS, both for sale and for public use. Audio productions were useful
for entertainment purpose, as musical information, and as sound archive materials, but

were popular only@amang peoplelimthe traditional Fhaimusic-field.

It can.be seen that the FPS activities.have been modernized and conducted
through ‘various 'mass media €hannels:<The result is that.the' EPS lis' widely known
among people in traditional Thai music, and able to attract the interest of youth which

related to the transmission of traditional Thai music.
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6.2 Other Significant Factors Supporting the Effectiveness of Music

Transmission and Reproduction
6.2.1 Image of Luang Pradit Pairoah (Sorn Silapabanleng)

The image of Luang Pradit Pairoah is an important factor because he is
an inspiration for the later generations to transmit.and reproduce his works. According
to historical evidence, he.is.musician who is widely-accepted since his lifetime until
the present. His life and werks are reproduced through various sources. Oral
transmission is certainly dene_in music schools. His musical pieces and techniques
have long been transmitted frorn generation to generation. His life and works have
been published in varigus forms; historiéal works; traditional Thai music handbook,
biography, and an e-book on the internet.” H-'i-s reputation attracts people to traditional
Thai music and FPS actiyities. - One obvibusfexample Is the movie Homrong. The
work of Luang Pradit Pairoah’s descendant§‘,-§tudents and even volunteers of the FPS
can be considered reliable as a result of the "Hame. Cooperation from many places
came because the collaborators believe in the usefulness of activities initiated by this

school.
6.2.2 VVolunteers

The FPS keeps open an opportunity for people to join its activities.
Volunteers, have been one.of the key factors enabling.the FPS to-Carry out its work.
The first group was ‘Luang Pradit Pairoah’s descendants and students..Activities were
one factor that brought many types of volunteers to the FPS. Since its establishment,
new types of volunteers appeared in the form of the group of young Thai music lovers
who join the first event of the FPS in 1981. Further volunteers came from a close
relationship with the FPS such as members of the FPS music club and their parents.
Music competitions also brought young competitors to join the FPS as volunteers.
Later, these people’s connections also brought more number of volunteers to the

Foundation. Volunteers are no longer limited to Luang Pradit Pairoah’s descendants
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and students and FPS members, but can be Thai music lovers from different places,

different educational backgrounds, and different careers.

In its work, the FPS will put the right person into the right task according to
their ability. Above all, a sense of unity is important to link these people together. The
work atmosphere is flexible. The Foundation is:similar to a family in which members
respect each other as if they were relawveswhile working with the outside
organizations is conducted meantime. Many musicians and volunteers from the FPS
gain not only musical knowledge but experience cultural activities and everlasting
friendship. In return, any.group of people that joins FPS activities also benefit since
they cooperate in traditionals Thai music transmission. Each FPS activity is also

considered a community eventwhere musicians and activists gather together.

6.2.3 Convenient Liocation and Facil‘in'tiés

As mentioned in Chapter 3, gaéﬁ part of the FPS office was carefully
designed for the greatest benefit to the ifPS]"and for ,convenience in conducting
activities. With its own office, the FPS can use all the space and equipment to run
cultural activities. The 5™ floor is used as classrooms. Many musical events have been
held in the Ruan Banleng area since the latest renovation in 2006. It is also an open
arena for exchanges on‘ Thai culture ‘where all ‘world ‘music cultures can be
appreciated without cultural boundaries. It also brought an image of contemporary

culture-to the/FPS.
6.2.4 Recordings and Collections

Normally, the FPS records events and collect items in various forms:
written, sound, photographic, and concrete in the form of musical instruments, etc.
Moreover, it is a regulation to record important events and collect the recordings as

historical data. As a result, the FPS has become a music school where a large volume
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of historical materials and items are well-preserved and ready to use. Transmission

and reproduction can be conducted because their basis knowledge is strong.
6.2.5 Communicating to the Public

Normally the FPS is always open to public. This study shows that the
FPS connects to the public in three main ways:Fist, the public is always welcome to
join activities as an audience-and possibly as-volunieers at their convenience. Second,
public relations is included in-almost every channel available to the FPS: web board,
direct mail, radio and" T\/#programs, posters, and even FPS program notes about
coming events. Third;“the FPS tries to éimplify difficult messages in the traditional
Thai music field to thesaudienge./One ob:vious example is the Wai Khru ceremony in
which a special narrator is provided. ther examples are its various publications,

exhibitions, and information on the web board:-?
6.2.6 Financial Management =

The charter-clearly-states-that-a-charitable foundation can not run a
business or seek profit. However, since the FPS needs money to run activities, the
solution is to secure outside financial support for each activity. Business is conducted
but not in the/FPS’s name: Donations from peopleare another source. Connections
are important in;helping to save expenses In many cases. A Trestaurant and a music
shop are run.under the name.of, the. Sagarik.family so. not against, the law. Their
businesses \gain insufficient income to run activities but'enough’ to ‘cover emergency

expenses.
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6.3 FPS as a Case Study of Transmitting Traditional Thai Music

One can say that from their activities, the FPS is an example of an effective
organization in transmitting traditional Thai music. In one aspect, it shows that
traditional Thai music has many strategies to exist, transmit and reproduce. In another
aspect, the FPS can be a model for other schools and future generations to follow or
adapt these methods in their own way to work«in_Fhai music field. However, the FPS
IS a unique case compared.to-other Thal' music-sehoeols. Other schools have their own
distinctive points in the transmission process, and are different from the FPS in terms

of style, kind of activity and‘use of mass media.

This study revegals that many sighificant factors in the working process are
necessary to enhance the effectiveness of'_‘l’hai music transmission and reproduction.
First, activities of various/forms and content'should be presented to society. In this
case, one significant aspectis awarenessﬁstpcial change. Traditional Thai music
should be then adapted to the social context.;Tc;f"bonserve the original pattern of music
and activities is good but creativity and adéptaft'ion are also needed. One appropriate
way is to preserve the eld-culiure-and-at-the-same-time-adjust to new things. In case
of the FPS, though the aim is to conserve the original-music, the FPS is willing to
negotiate and compromise with any suitable adaptation. In terms of activities, this
study shows that whemthe"FRSpresents one event such.as a:Wai Khru ceremony or
music competition, variety of sub-activities'is also provided such as seminars, musical
performances, and exhibitions..Some events combine activities, such as a Wai Khru

ceremony and music award granting ceremony.

Cultural negotiation is also seen in mass media productions. The movie
Homrong is an obvious example. Though the film appears to be a true biography of
the master, it is fiction in which many conditions in the production of the film forced

history and music to be unavoidably adapted.
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Hybridization is also important. Traditional Thai music needs to be placed to
modern technology and tastes in order to present itself. Multi-channels of mass media
and various forms of events are alternative choices in this case. Traditional Thai
music should be adapted to various kinds of music styles and events. Concerts can
also provide exhibitions and seminars. Music teaching does not have to be conducted
only in the classroom since technology: can also be used to enhance the student’s
progress. Musical pieces do not need to be-condueted in the original way but can be
joined with various instiuments from' othermusical cultures or even from the

electronic devices.

Another way point iS to be open-minded about interaction with the public. In
this case, the mass media plays an imporfant role as a channel for the presentation of
traditional Thai music, and also as a chanhelyfor public relations. The FPS case shows
that mass audiences and gonnections are 'imp'ortant factors to get support and also
strengthen the ways to conduct activities. &

Another impaortant point concerns the financial matters. At present, the holding
of cultural activitigs-requires—financial—support=—BDuring Luang Pradit Pairoah’s
lifetime we can see the political pressure that forced traditional Thai music to be
adapted but nowadays economic pressure seems to be more serious than the former
aspect. It is inevitably jaccepted (that financial supportcis«the first priority to be
concerns many times individually ‘Since royal patronage is no more the key sponsor.
The government cannot thoroughly take care of ‘cultural activities-at different levels.
Also, the cost of theme design and-materials should be within budget.-This is the case
with many music schools and other organizations working on culture. Most have
knowledge, human resource and a work site, but lack of sufficient financial support.
The Sornthong Thai Music Competition, the TV program Banchon Dontri and the
Ruan Banleng journal are examples of FPS activities which were stopped because of

insufficient financial support.
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Well-organized plans and teamwork are also important. Qualified human
resources are needed. Most music schools produce professional musicians but they
cannot work in the other aspects. In many cases, musicians do not know the effective
way to get access to the mass media or how to present their works to young
audiences. On the other hand, mass media somehow do not know the way to present
culture in an appropriate way. The solution io this problem is for specialists in each
field should work together. The FPS case shows that a group or organization can play
a coordinating role in/for.a.team which-ncludes these key people.

Another necessary_thing Jis infarmation management. Many music schools
have lost their precious heritage both of materials and human resources. Conservation
and maintenance is negessary. This study;of the FPS reveals that this school can vary
the style of music transmission and reprod_uétion because well-preserved information
and materials. These materials can-be copiéd;ireproduced, displayed and used in any
even and channels of mass niedia. A

S

Continuity is.also important because it affects. the long-term conservation and
transmission of traditional-Fhat-music:—Fhe-size-of-projecis can be changed according
to each situation but project continuity should be ensured. The timeline in Appendix 1
shows that the FPS holds at least one traditional Thai music activity a year. Success is
seen from the continuity jof-activities like music teaching-and:the Wai Khru ceremony
which have been condutcted not only since the "establishment of the foundation but
since Luang.Pradit. Pairoah’s.lifetime. The, Sorntiiong. Thai music’ competition is an
example'of an activity«that once had“a long intefruption.of 13'years. The resumed
competition used a new style of management which was extremely different from the

past, and was an experiment for a new team to learn from.
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6.4 Conclusion

This study explains the dynamism of cultural reproduction of both traditional
Thai music and Thai society. As entertainment, traditional Thai music is affected by
external culture which causes the decreasing popularity of traditional Thai music
itself. The method of transmission of traditional Thai music has developed through

time.

The Foundation™ of .ituang Pradit Pairoah™ (Sorn Silapabanleng) is an
organization whose main_activities are to conserve and popularize Thai music by
offering activities to the public:” Fhe FPS.is a private organization whose activities are
run by volunteers who.are jond of traditibnal That musie, and lacks human resources
and money. That is why the FPS holds activiﬂfies when the circumstances and financial
situation allow. '

Two activities conductéa-since the "Ba"lh: Bat period; music teaching and the
Wai Khru Ceremony, are still tonducied 'a'f"present. The.continuation of these two
activities best represeni-the-tuang-Pradit-Pairoah-sehool; though the format of the
whole process has changed in concept, management and outcomes. The other two
activities, music competitions and occasional activities, created advantages for the
FPS as well, butait) is necessanyto caccept dhatithe~original pattern of these two
activities no longer ‘exists. Reproduction depends on adaptation to new technology
and situations. The format, meaning and function-of music competitions have totally
changed'from the Piphat Prachan‘intthe ‘past. Occasional activities.are held by the
FPS for both to commemorate persons and to achieve its aim of continuously holding
activities. Both music competitions and occasional activities are quite new and have
their own concepts, their own management process and outcomes comparing to each
other. Music competitions give young competitors the benefit of experience.
Occasional activities may not have the concrete long-term outcomes but it worth as

the remarkable point of musical history.
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Significantly, the most effective activities of the FPS such as music teaching
and music competitions result in the transmission of Thai music but are silence in the
eye of society. On the other hand, the movie Homrong, which was initiated by an
outsider, is based on the life of Luang Pradit Pairoah but is fiction and passed through
many changes during production. It was able to attract society’s attention and greatly
affected Thai people’s present perception ;toward Thai music and Thai culture.

However, Homrong fever has passed while other EPS activities still remain.

More discussions from-the study in other perspectives are also seen. First, it
can be said that the form, meaning and function of traditional Thai music today are
different from the -past_/Traditional Thai music today is not limited to ritual
functions. An arena has been opened fof traditional Thai music to be adapted to any
kind of media and entertainment. -In otheﬂr- words, any kind of entertainment and
media can use traditional/Thai music as another step of cultural negotiation between
the oldies and the trendy. Presentation of traditional Thai music is not limited to
temples and palaces as in the past bt also in dancert halls, on TV, at events and even

in commercial products like tapes and CDs at present.

Second, most™ FPS activities include a didactic function. Apart from
exhibitions, handbills, memorial books or other materials, the FPS normally provides
a master of ceremonies orsspecial parrator-who isirespansiblezfor both presenting the

program and describingthe details'of each activity.

Third, itican be 'seen” that“the"FPS’ activities 'serve the whole system of
transmission and reproduction process. The musical teaching and learning reveals that
the FPS produces both sender (teacher) and receiver (students) who became smart
audiences since they get music knowledge through the teaching process. Wai Khru
ceremony, musical competition and occasional activities also bring about the whole
process of transmission and reproduction as well because these activities need

musicians, teachers, listeners, organizers and historical records. All outputs presented
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through each type of mass media shows that the FPS tries to get access to as many

channels it can in order to conduct activities concerning traditional Thai music.

Forth, concerning the future of the FPS, it is important to evaluate the whole
picture of its works. Looking from the current situation, three main activities; musical
teaching, annual Wai Khru ceremony and the web site, are still active but other types
of activity are normally conducted depending-on proper occasion. Annual Wai Khru
ceremony and musical teaching-have been runiing.sinee the FPS’s establishment. The
FPS’s web site is still in"people’sinterest. The radio program is still running though
the rating has never beea”surveyed. Publication and audio production are still
conducted every time-they.hold events or in special occasion. Musical competition is
conducted depending on suitable financiél support. Popularity of the movie Homrong
was disappeared from mass media and tranéferred to be discussed among scholastic
field. '

Predictably speaking, at feast the FPS has two main continuing activities i.e.,
musical teaching and annual Wai Khru ceréﬁwbny. However, certain activities may not
be continuously persisiing—For-example;-musical-competition is the useful activities
but cannot be held annually. Concerning the radio program, there is no survey of the
audience response. Thus, the FPS does not have the information of how to improve
the program. As fon the TV (program /on=T hai) music; it"was broadcast only for 6
months then had to stop: In the meantime, since people can get access to interesting to
Thai classical music through.CD, VCD, .and.internet, that may. be. one reason why

radio and TV pragram are less’popularas media channels.

However, to achieve this suggestion, the discussion above raises two
important uncontrolled matters to be concerned; financial support and human
resource. Concerning financial matters, it depends on many factors such as
connection, occasion and sometimes proper chance and etc. The other point is about
the descendant and the volunteers since this cannot assure the certainty of labors or

workers for the FPS. One important question is that what would happen after the end
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of the third generation of Luang Pradit Pairoah’ descendants, who or which group of
people will be the key volunteers to keep on the FPS’ works? Interviews reveal
various answers but the future is still far beyond any predictions. The heir status may
not be the key factor of transmission as much as the fondness of music and the aim to

keep on this culture through the FPS’ activities is more important.

Meanwhile the FPS has been coniinuing: its activities, high dynamism of
transmission and reproduction- traditional Thai-music of other music schools and
organizations are also ongoia@ in various styles and various channels. Schools and
universities all over the countey provided traditional Thai music section. There are
traditional Thai musie"Clubs’ i s€hools, .universities and even in some organizations
that concerns musical gulture. Musical cempetitions initiated by both the government
and the private sectors are provided at diffe'fent levels. Young musicians create their
works in contemporary styles; Traditional Thai music is presented through new kinds
of media such as cassettes, CDs, radio, TV‘;'"aneIeven In cyber space. Furthermore, the
works of Thai musicians are alse presented in international level. Many Thai music
bands performed aboard. International coObe'rat'ion brought about many events that
support musical culture-and-make-TFhat-music-known:-Researches about Thai music
were conducted both hy the Thais and the foreigners. Traditional Thai music teaching
is available in many countries both in terms of the music club and in formal
curriculum ingmusic eollegesa Apart dfrom:the: movementyin:traditional Thai music
field, at the same time, popular music has become the mainstream that gets large
amount. of audiences .especially. the. young..géeneration. . Musical .competitions of
popular ‘music are wvariety and-alsotvery much® in guantity.2Folk’ music is also
transmitted in many part of Thailand. Western classical music is also get interests as

well in terms of both listening function and education.

Among the contemporary socio-cultural context stated above, what the FPS
has been doing is not only to make traditional Thai music survive but also to develop
and sustain Thai music from now on. This study shows that the FPS strongly

maintains its principle of preserving, developing and transmitting traditional Thali
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music. Despite the lack of originality, disadvantage, limitations and problems that
occurred from time to time, the FPS overcame all obstacles and achieved its aim to
make traditional Thai music alive through the activities and materials it provides.
Continuity of activities and the part that they join the mass media reveals that the FPS
conducts traditional Thai music transmission and reproduction in new trend. It also
proved that alternative kinds of musical activities and various forms of mass media
are important means for traditional Thar musi€ te persist in the current Thai social

context.

The FPS is a case studywhich can be applied to other groups or organizations
in the music field that'work on the transmission and reproduction of musical culture.
Above all, it can be_said that the Wofks of the ancestors were transmitted and
reproduced in various forms'and through véfious methods at present. Many of kinds
of musical reproductions are presented in various forms related to the social context

and various groups of people.

¥

6.5 Suggestions for Further-Researeh

Further research can be conducted in many more perspectives. Sub-topics in
this thesis, such @s| musicy teachingoand=learning; audio media, radio programs,
publications and websites, can alsobe broadened into full research. The reason is that
these activities.are_still. conducted at present. These topics are interesting to observe
and analyze both for the saketof:music-and'cultural concerns.' Dynamism of changes
in each type can reveal other interesting outcomes. Other fields of culture can also use

this thesis as a model to study music transmission and reproduction.

Also, further studies can focus on music transmission and reproduction by
other music schools using this thesis as a model as a study of one specific music

school or a comparative study.
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The last suggestion is a study of Luang Pradit Pairoah’s compositions.
Examples of suggested thesis topics include “Reproduction of Luang Pradit Pairoah’s
Compositions”, “Reflection of Luang Pradit Pairoah’s Compositions toward Thai
Society”, and “Cultural Hybridization in Traditional Thai Music: a Case Study of
Luang Pradit Pairoah’s Compositions”.

Above all this resea ch e used-as-a model to apply to the exploration of

!

cultural works.

ﬂuEI’J‘VIEJ'VliWEI’mﬁ
Qmaxﬂmmummmaﬂ



REFERENCES

Anant Narkkong. Dontri Thai Derm [Traditional Thai music]. 1¥ ed. Bangkok:

Sarakadee, 2007.

Anant Narkkong. [E-mail], 12 July 2007.

Anant Narkkong. Interview: 12 August 2007, 24"August 2007, 29 August 2007, 12
November 2007,19 Nowvember 2007, 22 February 2008, 21 February 2008, 9
March 2008, 23 April.2008, 20-August 2008, 29 August 2008, 16 December

2008, 30 May 2009,18June 2009

Anant Narkkong. (Interview with Karakate-(ps'eudonym)). Sib Pi Thaikids Sib Mit
Thang Klai [Ten years of the www.'tﬁ'rkids.com]. In Anant Narkkong, and
Asdavuth Sagarik (eds.), Ngan ChandP"Huea Phaen Din Khru Chin Roi Pi,
216. Pinklao.Kanpim, 2006. (Publi'éh'éd onoccasion of 100" anniversary of

Khunying ChifStipabanieng in2006):

Anant Narkkong. (Interview with Kittiyot Sagarik). Sib Pi Thaikids Sib Mit
Thang Klai)[ Ten yearsof the www:thikids.com]s imARant Narkkong, and
Asdavuth, Sagarik (eds.), Ngan Chang Phuea Phaen Din Khru Chin Roi Pi,
207-208.. Pinklao Kanpim, 2006. (Published.on occasion.of 100™ anniversary
of Khunying'Chin Silpabanlengin 2006).

Anant Narkkong. (Interview with Malinee Sagarik, Secreatary-Geaneral of the
Foundation of Luang Pradit Pairoah (Sorn Silapabanleng)). Dontri Thai Phuea
Khaum Man Khong Dontri Khong Phuea Khaum Man Jai [Thai Music
Comepetition for National Security]. In Anant Narkkong, and Asdavuth
Sagarik (eds.), Ngan Chang Phuea Phaen Din Khru Chin Roi Pi, 134. Pinklao
Kanpim, 2006. (Published on occasion of 100" anniversary of Khunying Chin




198

Silpabanleng in 2006).

Anant Narkkong. Kid Thueng Na Wing Meu Klong Samnak Khru Thong Ranad

Wan [Think of uncle Wing, the drum player ]. In Nikom Sagarik, pp. 73-78
(n.p.), 2004. (Published on occasion of Nikom Sagarik’s funeral ceremony on
9 October 2004 at Wat Thep Sirin Tharawas).

Anant Narkkong (ed). Khrob Khrueang Rueang Khim [Knowledge of Khim

Instrument]. Pinklae-Kanpim, 2008. (Published on occasion of Khru Chanok
Sagarik’s 60" bifthday-and the Khim’s exhibition at Ruan Banleng 26 April-
31 May 2008).

Anant Narkkong. Persenal Communieation, 2 August 2007.

Anant Narkkong. (DJ). Phleng Di'Sri Phandin [Radio Program]. Parliament Radio
Station, 26 August 2007. '"

Anant Nakkong and Asdavuth Sagarik. An'g'uk'lun'g. Art and Culture Magazine 9 (July
2001): 73-74.

Anant Narkkong, and Asdavuth Sagarik., eds. Ngan Chang Phuea Phaen Din Khru
Chin R0i\Pi. Pifiklao Kanpith] 2006=(Published ori-dctasion of 100"
anniversary of Khunying Chin Silpabanleng in 2006).

Anant Narkkong, and Asdavuth Sagarik; Sujit Wongthes (ed.)." Luang-Pradit
Pairoah (Sorn Silpabanleng): Maha Duriya Kawi Lum Chao Phraya Haeng

Usa Khaney [Luang Pradit Pairoah (Sorn Silpabanleng): great Thai composer
from the Chao Phraya river basin of Southeast Asia]. 3" ed. Bangkok:
Matichon, 2004.



199

Angklung [Online]. (n.d.) Available from;: http://en.wikipedia.org/wiki/Angklung [12
July 2008]

Anuchan Naknoi. Interview, 21 February 2008, 25 February 2008.

Asdavuth Sagarik. Interview, 1 April 2009, 5 June 2009.

Asdavuth Sagarik, Khrueang Dontri Thai [Traditional Thai music instruments]. 1%

ed. Bangkok: Sarakadee, 2007."

Chanok Sagarik. Ban Bat.Nai.Kham Song Jam Khong Phom [Ban Bat in My
Memory]. Artand Culitire Magazine 9 (July 2001): 63-68.

Chanok Sagarik. (Interviewswith Chin Silapabanleng). Wai Khru. In Asdavuth
Sagarik, Anant Narkkong, Somnuek Sangarun, Nithi Srisawang, and
Thongchai Butphrom (eds.), Sathukéh‘,waoel. Pinklao Kanpim, 1998.

Chanok Sagarik. Interview, 15 July 2007, 22 June 2008.

Chanok Sagarik. Ruan Banleng Nai Adeet [Ruan Banleng in the Old Days].
[Computer file], 13 July 2007.

Chanok Sagarik:Sornthong’s committee meeting: 1 September 2007.

Chin Silapabanleng.” Lam Dab KanPhiti Wai Khru Dontri~Thai [Process of Wai Khru
Ceremony]. In Luang Pradit Pairpoah (Sorn Silapabanleng), Foundation, Thi
Raluak Phithi Wai Khru Dontri Thai Lae Jak Rangwan Sornthongkham, pp.
15-18. Bangkok: Phikhanes, 1987. (Published on occasion of Wai Khru

Ceremony and the award granting ceremony of Sornthong Thai Music

Competition on 16 August 1987 at Kasetsart University).



200

Dhanit Yupho. Thai Musical Instrument. 2™ ed. Translated by Morton, David. the
Department of Fine Arts, 1971.

Inthira Silapabanleng. Personal Communication, 2008.

Itthisoontorn Vichailak. Interview, 18 January 2005.

Kanjana Kaewthep. Sat Hang Sue Lae Watihanatham Sueksa [Knowledge of Mass
Communication and-Cultural Studies}.—1>"ed.~Adison, 2006.

Khamla Putsorn. Interviewy22.Jdune 2008.

Korphai Band. Hom Rak Homrong [ED éover]. Hand Acme Supply Co. Ltd., 2004.

Korphai Band. Hom Rak Homrong 2 [CD Cover]. Hand Acme Supply Co. Ltd.,
2004,

Korphai Data [Computer file], 2006.

Ladda (Saratayon) Silapabanleng, and Prasidh Silapabanieng, Sanan Silapabanleng
(ed.). Ban Tuek Khwam Song Jam Nai Kan Nam Khana Nattasin Thai Pai

Phueyphtfae Ke:SairTa €hao lLok'Na:Thaweeb Urope lzae America Pi Por Sor

2505 [Memorandum of Phakawali Troup®s Traveling to International
Countries in_Europe and _America. in 1962]. . Bangkok: O:S. Printing House,
2002.

Likay [Online]. (n.d.). Available from: http://th.wikipedia.org/wiki/Likay [13 July
2008]

Luang Pradit Pairoah (Sorn Silapabanleng). (n.p.), 1955. (Published on occasion of

Luang Pradit Pairoah (Sorn Silapabanleng)’s funeral ceremony on 10 March
1955 at Wat Thep Sirin Tharawas).



201

Luang Pradit Pairoah (Sorn Silapabanleng), Foundation. Budget of Sornthong Thai
Music Competition 2007. [Computer file], 2008.

Luang Pradit Pairoah (Sorn Silapabanleng), Foundation. Ra Beab Kan Lae Bi Samak:

Karn Prakuad Banleng Dontri Thai Sornthong Ching Thuay Phra Racha Than
Phra Bat Somdet Phra Jao Yu Hua Khrang Thi Sam Por Sor 2550 [Application
Manual: Royal Cup Sorntheng Thai Music Competition]. (n.p.), 2007.

Luang Pradit Pairoah (Sora-Silapabanleng), Foundation. Sornthong: Prachum Phon

Ngan Phleng Khong Luang Pradit Pairoah [Sornthong: Collection of

Luang Pradit Pairoah(Sern Silapabanleng)’s compositions]. Bangkok: Bua
Luang Kan Phim, 1982+ (Published on occasion of 200" anniversary of the
Rattanakosin Ei@).

Malinee Sagarik. Secreatary-General of the Foundation of Luang Pradit Pairoah

(Sorn Silapabanleng). Co-operatior'r'fl’«’equest. Letter to National Broadcasting

Services of Thailand, Channel 11 of iheﬁl';c'jovernment Public Relations
Department, 1 May 2001. &

Malinee Sagarik. Secreatary-General of the Foundation of Luang Pradit Pairoah
(Sorn Silapabanieng). Interview, 25 May 2008, 22 June 2008.

Malinee Sagarik., Secreatary-General of the' Foundation of Luang Pradit Pairoah
(Sarn. Silapabanleng). .Personal Communication, 14 August2007, 19
September2007, 11'November2007; 31 March 2008.

Morton, David. Traditional Thai music. the United States of America: University of
California Press, 1976.

Namon Phongsakornpaphas. (Interview with Anant Narkkong). Hom Rak Homrong
Su Ruan Banleng [From Hom Rak Homrong ceremony to the Ruan Banleng
musical events]. Music Journal 11(March 2007): 75.



202

Namon Phongsakornpaphas. (Interview with Aadavuth Sagarik). Hom Rak Homrong
Su Ruan Banleng [From Hom Rak Homrong ceremony to the Ruan Banleng
musical events]. Music Journal 11(March 2007): 79-80.

Nanthakwang Sirasoonthorn. Homrong Khong Itthisoonthorn Nang Di Ma Laew Pai
Du Kan Theo [Please go to see the goed movie of Itthisoonthorn, Homrong].
Krungthep Thurakit (15 February 2004): S.

Narong Khienthongkul, Rachan Senchal, and Chatilya Keitnawi. Phithi Wai Khru
Thi Ban Bat [Wai Kiru.ceremony at Ban Bat]. (n.p.), 1999. (Published on
occasion of Wat Khrl geremony of Kasetsart University on 14 January 1999).

Natcha Socatiyanuruk. Doniri Classic: Sab_ Samkhan [Dictionary of Western classical

music]. 1% ed. Chulalongkern Uni\)ersity Press, 2007.
National Research Council of Thatand. Lis%ofjfihe creative invention awards
[Online]. (n.d.). Availabte from: WWW.Rrct.com [2008, 17 October]

National Security Associates. Phithi Phraratchathan Rangwan Kan Prakuad Dontri
Thai Phea Khwam Mankhong Khong Chat Krang Thi Sam [The 3 Royal
Award,Granting Ceremony:of the National Music-Competition for National
Security]; (n:p.); 1984. (Published on occasion of The 3 Royal Award
Granting, Ceremony of.the National Music:Competition for National Security
at the'National Theatre’ini1984")

Nikom Sagarik. (n.p.), 2004. (Published on occasion of Nikom Sagarik’s funeral

ceremony on 9 October 2004 at Wat Thep Sirin Tharawas).

Nithiboon Saensookh. Interview, 22 June 2008.

Ornkanya Hame-Ungura. Interview, 21 June 2008.



203

Patarawadee Puchadapirom. Status of Piphat Player in Thai Society from 1868-1925.

Master’s thesis, Department of, Graduate School, Chulalongkorn University,
1993.

Patarawadee Puchadapirom. The Transformation of Entertainment Culture in

Bangkok Society from 1948-1957. Master’s thesis, Department of History,

Graduate School, Chulalengkorn University, 2004.

Phathani Phromsombat., €d. IKhruPrasit Thawon. Bangkok: Idea Square, 2003.

(Published on occasion of Khru Rrasit Thawon’s funeral ceremony on 9 March
2003 at Wat Makut Kasattayaram)..

Phleng Luk Krung [Online]. (n.d.). Availablé from: http://en.wikipedia.org/wiki/Pleng
Luk Krung [2008, 11 July] '

Phleng Luk Thung [Online]. (n.d). Availablrerﬁl'cf)m: http://en.wikipedia.org/wiki/
Pleng Luk Toong [2008: 11 July]

Pitchaya Roongrujimek. [nterview, 5 December 2008, 5 May 2009.

Prasidh Silapabanlenga DontricThai NairRatchasamnak Khamen Anuson Luang Pradit
Pairoah (Sorn Silapabanleng) Tam Sadet Pai"'Khamen Por Sor 2473 [Thai
Music, at.the Court.of Cambadia a Personal Souvenir of Luang Pradit
Pairoah’s Visit in 1930]. Translated by Mathurose Wisuthakul..'In Anuson
Khamnueng Nai Wara Chalong Rob Roi Pi Koed Luang Pradit Pairoah (Sorn
Silapabanleng), pp. 89-91. Bangkok: Bua Luang Kan Phim, 1981. (Published

on occasion of Luang Pradit Pairoah’s 100" anniversary).

Sanan Silapabanleng. Dontri Thai Khong Mai Soon [Hope traditional Thai music last
for eternity]. In Mahakam Dontri Si Ratanakosin, pp. 6-9. (n.p.), 2001.

(Published on occasion of Luang Pradit Pairoah’s 120™ anniversary).



204

Serani [CD cover]. Hand Acme Supply Co. Ltd., 2001.

Siriporn Faisiri. The creativity in the reproduction of Thai films Mae Nak

Prakhanong. Master’s thesis, Department of Mass Communication, Graduate
School, Chulalongkorn University, 2001.

Tearnjai (Kunchon Na Ayutthaya) Dethes. ‘Homrong: Nang Nai Duang Jai, Dek Thai
Tong Terb To Yang Mi Rak Ngao [Homrong: the favorite movie, Thai
children should grow-up-with identity-concern}. In Hom Rak
Homrong, pp.39-41. (ap.), 2007. (Published on occasion of the Hom Rak
Homrong event duging 4-25 February 2007).

Thanes Jarernmuang. Homrong Phandin Mae [Overture for the mother land]. In
Hom Rak Homrong, pp.42-53: (n.ip_.); 2007. (Published on occasion of the
Hom Rak Homrong event during 4-25 February 2007).

Thanyarat Sagarik. Interview, 6 October 2007

.

The Autumm of my life--Bangkek: Sribeon Computer Kanphim, 2001.

Tossaporn Tassana. Interview, 21 June 2008.

Warah Thepnargng. “Interview, 25 June 2008.

Waraporn Roogruang. “A'School'Radio“Cammitte€’s Perspectiveion Composing

Children Songs: A Case Study of Songs for School Radio, Ministry of

Education. Master’s thesis, Department of Communication Art, Graduate

School, Kasetsart University 2006.



205

Wimala Siripong. (Interview with Malinee Sagarik, Secreatary-General of the
Foundation of Luang Pradit Pairoah (Sorn Silapabanleng)). Transmission of

Traditional Thai Music Culture in Current Thai Society: Case Study of the

Silapabanleng Family and the Pathayakosol Family. Master’s thesis,

Department of Anthropology, Graduate School, Thammasat University, 1991.

AULININTNEINT
AN TUNM NN Y



Bibliography

Anant Narkkong. (DJ). Phleng Di Sri Phandin [Radio Program]. Parliament Radio
Station, 24 December 2006, 31 December 2006, 7 January 2007, 14 January
2007, 28 January 2007, 4 February 2007, 11 February 2007, 18 February
2007, 25 February 2007, 4 March 2007, 11 March 2007, 18 March 2007, 25
March 2007, 1 April 2007, 8 April 2007, 22 April 2007, 29 April 2007, 6 May
2007, 13 May 2007, 27 May 2007, 26.August 2007, 16 September 2007, 23
September 2007, 30-Sepiember 2007, 7 October 2007, 14 October 2007, 4
November 2007, 11 Nevember 2007, 18 November 2007, 30 December 2007,
24 February 2008, 6January 2008, 4 May 2008, 11 May 2008, 18 May 2008,
29 June 2008,6 July 2008, 27 July 2008, 24 August 2008.

Anant Narkkong. [E-mail], 16 August 2007_,J21 August 2007.

Anant Narkkong. Interview; 17 November-éOQ(i, 2 August 2007, 21 August 2007, 7
September 2007, 9 Septeriber 2007,21'September 2007, 22 July 2008, 29
July 2008, 4 August 2009. e

Anant Narkkong. Xylophone Strikes Back: the Recovery of Thai Music in Context of
Globalization. In Hom Rak Homrong, pp.80-86. (n.p.), 2007. (Published on
occasion ofithetHommRakiHomrong-event during, 4=25February 2007).

Anuson.Nang Fu Silapabanleng. .Bangkok: Kroni:Pan Thi Thahan,1980. (Published

on occasion' of Fu'Silapabanleng’s funeral ceremony on 1'May.1980 at Wat

Klrerwan Wora Vihan).

Art and Culture Magazine 10 (August 1981).

Art and Culture Magazine 12 (October 1981).

Asdavuth Sagarik. Interview, 26 June 2009.



207

Banchon Dontri. [DVD], 2009. (This DVD is the audio-visual material containing the

Banchon Dontri TV program, only the section Dontri Chi Nae).

Bantheng Sangdokmai. Interview, 22 June 2008.

Biography of Actors of the Homrong Film Preduction. (n.p.), (n.d.).

Bunkea Khwoankawet. Kan-Phalit Witthayu Kra-Jai-Siang, Witthayu Seak Sa Lae

Witthayu Rong Rean [Production of Radio Broadcasting, Educational Radio
Broadcasting, and Sehoel Radio]. 4™ ed. Nonthaburi: S.R.Printing, 2002.

Bunyong Ketkhong. Bangkok; Phikhanet;Printing, 1996. (Published on occasion of

Bunyong Ketkhong’s funeral cererﬁ_ony on 7 September 1996 at Wat Bamphen

Nea). & 4

Chanok Sagarik. Banchon Dontri{FV prog?arrifécript], 1 July 2001, 8 July 2001, 15
July 2001, 22 July-2001; 12 August 2001, 25-August 2001, 2 September 2001,
15 Septembér200i;-22-September-2001:

Chanok Sagarik. Banchon Dontri [TV program script episode10-17], 2001.

(Unpubtished Manuscript)

Chanok.Sagarik, DVD.for. Khim.Self-Learning [DVD]. Bangkok:“The Foundation of
Luang Pradit Pairoah (Sorn‘Silapabanleng); (n.d.).

Chin Silapabanleng. Bangkok: Phikhanet Printing, 1991. (Published on occasion of

Khunying Chin Silapabanleng’s funeral ceremony on 10 March 1991 at Wat
Thep Sirin Tharawas).

Dontri Kham Watthanatham [Cross-cultural music]. (n.p.), 2007. (Published as

souvenir book for the seminar, topic “Cross-Cultural Music: Contemporary



208

Thai Music Band in current Thai Society” at Kasetsart University on 30
August 2007).

Dontri Thai Udom Sueksa Khrang Thi 25 [The 25" traditional Thai music concert

for undergraduate students]. Thammasat University Press, 1994. (Published as
souvenir book on occasion of The 25™ traditional Thai music concert for
undergraduate students at Thammasat.University, Thaphrachan Campus, on 22
January 1994).

Jang Wa Thai [Thai Rhyhm BexJ«[Handbill]. (n.p.), (n.d.).

J-Bigs Film. Homrong [DVD}:" Bangkok, August 2004.

Jedtana Nakwatchara. Homreng Phabphayon Thal Thi Nam Na Hollywood Pai Leaw
[Homrong: Thai Mevig that.goes in advance of the Hollywood Movies].
Nation Weekly 613 (1-7 March 20045: 20-21.

Jud Pragai Concert Series 15: Pai Kor Ni Mi Siang Phleng. (n.p.), 2006. (Published
as booklet forthe-Korphat-Band’s concert-at the Thailand Cultural Center on
11 June 2006).

Kanjana Kaewthep: SueiSongi\Watthanatham {Monitoring:Culture by Mass Media].
1* ed. ‘Bangkok: Amarin Printing and Publishing, 1996.

Kanjanakphan. Yuk Phleng Nang LLae lrakon Nai Adeet [The period of music for film

and plays]. Bangkok: Rueangsin, 30 December 1975.

Kanok Klaimuk. Condition and Culture of Pi-phat Bands in Ayutthaya Province.
(n.p.), (n.d.).

Kanok Rattanawongsakun. The Overture Special Edition. Nation Weekly 613 (1-7
March 2004): 37.




209

Karakate (pseudonym). Interview, 27 June 2009.

Khrob Rob Roi Pi Phleng Khmer Saiyok [centenary of the song “Khmer Saiyok™].
P.A. Living, 1988.

Khru Banleng. Bangkok: Phikhanet Printing, 2003. (Published on occasion of Khru
Banleng Sagarik’s funeral eeremony on 6 March 2003 at Wat Thep Sirin

Tharawas).

Khru Ngen. Phleng Thal Tam-Nai Prawat [The story of Traditional Thai music

compositions]. T* edd" Bangkok: Bannakit, December 1981.

Kritchakon Phetnok. Kihrugang Doniri Thal Lae \Wong Dontri Thai [Traditional Thai

music instruments and musical ensembles] 1°"ed. Bangkok: Skybook, August
2007,

List of Actors and Teamwork of the Homroﬁq Film Production. (n.p.), (n.d.).

Luang Pradit Pairoah{Sern-Stiapabanieng), Foundation. ‘Agenda of Meeting 6 May
2008. (n.p.), 2008.

Luang Pradit Rairaah (SarnSilapakanleng)y:Feundation; Hem:Rak Homrong Su

Ruan Banleng. [Handbill] (np.), 2007. (Published as an announcement of the
event.‘‘Hom.Rak Homrong Su Ruan Banleng’. held by.the Foundation of
Luang Pradit Pairoah (Sorn‘Silapabanleng)in February-March.2007).

Luang Pradit Pairoah (Sorn Silapabanleng), Foundation. Hom Rak Homrong Su

Ruan Banleng. (n.p.), 2007. (Published as the souvenir book of the event
“Hom Rak Homrong Su Ruan Banleng” held by the Foundation of Luang
Pradit Pairoah (Sorn Silapabanleng) in March 2007).

Luang Pradit Pairoah (Sorn Silapabanleng), Foundation. [Invoice], 2008. (This



210

Invoice was launced by the Foundation of Luang Pradit Pairoah (Sorn
Silapabanleng) to ‘Nong Thaphrachan’, the Audio CDs shop, on 9 April 2008
when they cooperated to sale the concert tickets, the Sub Nor Mai concert, for

the Korphai Band)

Luang Pradit Pairoah (Sorn Silapabanleng), Foundation. Kamnodkan Kitjakam Hom

Rak Homrong Talod Deuan Kumphaphan [The program of the event Hom
Rak Homrong throughout the February). [Handbill] (n.p.), 2007. (Published as
an announcement.of the event “Hom Rak-Hemrong Su Ruan Banleng” held by

the Foundation of Luang Pradit Pairoah (Sorn Stlapabanleng) in February
2007).

Luang Pradit Pairoah (Sorn.Silapabanteng), Foundation. Kamnodkan Rob Ching
Chana Lerd KarnPrakuad Banleng Dontri Thai Sornthong Ching Thuay Phra
Ratcha Than Phra Bat Somdet Phra Jao Yu Hua Khrang Thi Sam Por Sor 2550

[Program of the royal award grantiné ceremony of Royal Cup Sornthong Thai
Music Competition]. (n.p.), 2007.

Luang Pradit Pairoah{Sern-Stiapabanieng), Foundation. Kham Athithan Jit Nai
Phithi Wai Khro Dobtri Thai Khong Munnithi Luang Pradit Pairoah (Sorn
Silapabanleng) [the guide script used in the Wai Khru ceremony of the
Foundatiomof Luang,Pradit'Pairoah=(Sorn Silapabanleng)]. [Handbill] (n.p.),
(n.d.).

Luang Pradit'Pairoah (Sorn'Sitapabanleng), Foundation. Kitjakam Nai Khrong Kan
Ngan Chang Khru Chin [Activities provided in the event ‘Ngan Chang Khru
Chin’]. (n.p.), 2006.

Luang Pradit Pairoah (Sorn Silapabanleng), Foundation. [Letter], 2008. (This letter
was an invitation letter of the event “Opening Ceremony of the book
‘Anthology of Thai Music: History, Peoples, Songs, and Unforgettable Events
since 1898-2006" ” sent from the Foundation of Luang Pradit Pairoah (Sorn



211

Silapabanleng) to Rear-Adm Theprangrun Silapabanleng).

Luang Pradit Pairoah (Sorn Silapabanleng), Foundation. Mahakam Dontri Si

Rattanakosin [Traditional Thai Music Celebration of the Rattanakosin Era].
(n.p.), 2001. (Published on occasion of Luang Pradit Pairoah’s 120"

anniversary).

Luang Pradit Pairoah (Sorn Silapabanleng), Foundation. Ngan Chang Khru Chin.

(n.p.), 2006. (Published as a program music-for the musical performance held
by the Foundation of Luang Pradit Pairoah (Sorn Silapabanleng) at Sakeet
Sala, the Departmentof Fine Arts, on occasion of 100™ anniversary of
Khunying Chin'Silpabanleng,in 2006).

Luang Pradit Pairoah (Sern Silapabanleng)_, i:oundation. Ngan Chang Khru Chin.

(n.p.), 2006. (Published as a souvenir book for the event ‘Ngan Chang
Khru Chin’ and the agctivity held bythe Foundation of Luang Pradit Pairoah
(Sorn Silapabanleng) o 4 March 2006).

Luang Pradit Pairoah{Sern-Stiapabanieng), Foundation. Ngan Chang Khru Chin Thi

Sala Chalerm Krung. (n.p.), 2006. (Description of the event ‘Ngan Chang

Khru Chin’ and the activity held by the Foundation of Luang Pradit Pairoah
(Sorn Silapabanleng),at;Sala Chalerm Krung on2 July=2006).

Luang Pradit Pairoah (Sorn Silapabanleng), Foundation, Phin.Pheesua,Software.
[Handbill].%(n.p.), (n.dv).

Luang Pradit Pairoah (Sorn Silapabanleng), Foundation. Ra Beab Kan Samak Pen
Samachik Chomrom Dontri Thai Munnithi Luang Pradit Pairoah (Sorn
Silapabanleng) [The regulation for applying to be a member of traditional Thai
music club of the Foundation of Luang Pradit Pairoah (Sorn Silapabanleng)],
[Handbill]. (n.p.), (n.d.).



212

Luang Pradit Pairoah (Sorn Silapabanleng), Foundation. Roi Pi Aungklung Khrung

Siam [100™ anniversary of Aungklung Thailand]. (n.p.), 2008.

Luang Pradit Pairoah (Sorn Silapabanleng), Foundation. Sala Phleng-Sala Chaloem

Krung Duriya Kawi Sri Siam. (n.p.), 2001. (Published as a music program of

Luang Pradit Pairoah’s 120" anniversary at Sala Chaloem Krung on 11
November 2001).

Luang Pradit Pairoah (Sori-Silapabanleng), Foundation. Thi Raluak Phithi Jak

Rangwan Sornthong. .Bangkok: Phikhanet, 1988. (Published on occasion of

the award granting eeremony, of Sornthong Thai Music Competition on 7
August 1988).

Luang Pradit Pairoah (Sarn Silapabanleng), ifoundation. Thi Raluak Phithi Jak
Rangwan Sornthong. Bangkok: Phikhanet Printing, 1990. (Published on

occasion of the award granting cere'rﬁony of Sornthong Thai Music
Competition on 14 October 1990).

Luang Pradit Pairoah{Sern Stiapabanieng), Foundation. T hi Raluak Phithi
Phraratchathan Rangwan Karn Prakuad Banleng Dontri Thai Sornthong Ching
Thuay Phra Ratcha Than Phra Bat Somdet Phra Jao Yu Hua Khrang Thi
NuengPhutha Sakkarati2536! Bangkok: Phikhanet Printing Center, 1994.

(Published on occasion of the royal award granting ceremony of Sornthong
Thai.Music.Competition on 14 December:1994),

Luang Pradit Pairoah (Sorn Silapabanleng), Foundation. Thi Raluak Phithi Wai Khru

Dontri Thai Lae Jak Rangwan Sornthong Krang Thi Ha. Bangkok: Phikhanet

Printing, 1991. (Published on occasion of Wai Khru Ceremony and the 5"
award granting ceremony of Sornthong Thai Music Competition on 8
December 1991).

Luang Pradit Pairoah (Sorn Silapabanleng), Foundation. Thi Raluak Phithi Wai Khru




213

Lae Jak Rangwan Sornthong. Bangkok: Phikhanet, 1989. (Published on

occasion of Wai Khru Ceremony and the award granting ceremony of

Sornthong Thai Music Competition on 6 August 1989).

Luang Pradit Pairoah (Sorn Silapabanleng), Foundation. Wai Khru Dontri Thai 2551

Sornthong 2550. (n.p.), 2008. (Published on occasion of Wai Khru Ceremony

and the award granting ceremony of Sornthong Thai Music Competition 2007
on 3 August 2008).

Mahagam Dontri Thai Lae DontrilNana Chat Chalerm Phrakiet. Chulalongkorn

Univeristy Press, 2000. (Published on occasion of “Thai and International
Music Festival®Coneertin‘honor of His Majesty King Bhumibol Adulyadej
and Her Royal Highness Prineess Maha Chakri Sirindhorn” on 12 October
2000 at the Thailand Cultural Centér)ﬁ

Malinee Sagarik. Secreatary-General of thé‘riF'cﬂ)undation of Luang Pradit Pairoah
(Sorn Silapabanleng). Interview, 25 'Au"(just 2007, 26 August 2007, 1 July
2008, 25 April 2008, 27 June 2009. g

Malinee Sakarik. Secreatary-General of the Foundation of Luang Pradit Pairoah
(Sorn Silapabanieng). Luang Pradit Pairoah (Sorn Silapabanleng) Prat Hang
Dontri Thai [LuangRradit Pairoah (Sorn Silpabanleng):the Great Scholar of
Traditiopal Thai'Music]. 'In"Siam Rat Chabab Bukkon Diden Nai Siam, pp.
89-98. Bangkok: Siam Rat, 1992.

Malinee Sagarik. Secreatary-General of the Foundation of Luang Pradit Pairoah
(Sorn Silapabanleng). Personal Communication, 29 January 2007, 2
September 2007.

Ministry of Interior. Trasan Munnithi Luang Pradit Pairoah (Sorn Silapabanleng)

[The Charter of the Foundation of Luang Pradit Pairoah (Sorn
Silapabanleng)], 30 July 1981.



214

Music Journal 3 (July 2007).

Music Journal 4 (August 2007).

Nachatkiet Khotchaplai. [Postcast], 2001. (This letter was sent from one the Banchon
Dontri TV program’s audiences to Chanok Sagarik in order to consult about

Khim).

Namon Phongsakornpaphas.-Personal Communication, 16 June 2008.

Nang Mahathepgasatsamuha (Banleng Silapabanleng Sagarik). Chulalongkorn

University Press, 1992 /(Published on occasion of Khru Banleng Sagarik’s
84" birthday). —

Narong Khienthongkul, Sujit Wengthes (ed'.'-). Ban Banglampoo. 1% ed. Bangkok:
Matichon, 1998. A

S

National Culture Commission, Ministry: of Education.. Roi.Pi Luang Pradit Pairoh

(Sorn Silapabanieng)-Peramajan-Dontri-hat. (n:p.), 1981. (Published on
occasion of Luang Pradit Pairoah (Sorn Silapabamleng)’s 100™ anniversary in
1981).

National Security AssocCiates. Ra Beab Kan Prakuad Dontri Thai Phea Khwam
Mankhong Khong.Chat Krang.Thi.Sam. Bangkok: Thanakhan Omsin, 1984,
(Published'as a'manual-for the 8 National®Music/Competition-for National
Security in 1984).

Ngan Chang Khru Chin. [Handbill], 2006. (This handbill aims to sale the T-shirt and
announce the event “Ngan Chang Khru Chin” held by the Foundation of

Luang Pradit Pairoah (Sorn Silapabanleng) on occasion of Khunying Chin
Silapabanleng 100" anniversary in 2006).



215

Ngan Dontri Thai Udom Sueksa Khrang Thi 22. (n.p.), 1991. (Published as
souvenir book on occasion of The 22" traditional Thai music concert for

undergraduate students at Srinakarinwirot University, on 4 January 1991).

Ngeak Noi [The Little Mermaid]. Bangkok: Amarin Printing and Publishing, 1994.
(Published as the souvenir book for the musical “Ngeak Noi”, The Little
Mermaid by Hans Christian Anderson (1836), at the Thailand Cultural Center
on 7-11 September 1994).

Paiboon Samranphud. Phleng--uk Krung. 1* ed. Bangkok, 2007.

Paisan Inthawong. Rob RusRueang Dontri.Thai [Knowledge of Traditional Thai
Music]. 1% ed..Bangkok: Suwiriyasan, 2003.

Paisan Inthawong. Tamroi Homrorg [Folldwthe trace of Homrong]. 1% ed.

Bangkok: Suwiriyasan, 2004.

¥

Peep Konglaithong. -Interview, 13 July 2008.

Pongsin Arunrat. Pathommabot Dontri Thai [The basis of traditional Thai music]. 1%

ed. Silpakorn University Press, 2007.

Prakodkan Homrong [Homrong Phenomenon]. Nation Weekly 613 (1-7 March 2004):
18.

Prasidh Silapabanleng. Bangkok: Wachirinsan, 1999. (Published on occasion of

Prasidh Silapabanleng’s funeral ceremony on 17 December 1999 at Wat Thep

Sirin Tharawas).

Prin Kanja. Prasidh Silapabanleng: Amata Duriya Kawi Siam [Prasidh
Silapabanleng: Everlasting Musician of Siam]. Audiophile 102 (April 2005):
135-1309.



216

Punpit Amattayakul, Satien Duangchanthip, Anant Narkkong, and Asdavuth Sagarik.
Jod Mai Haid Dontri Ha Ratchakan [Anthology of Thai Music: History,
Peoples, Songs, and Unforgettable Events since 1898-2006]. 1% ed. Bangkok:
Rong Phim Duen Tula, 2007.

Ruan Banleng. [Handbill], 2007. (This is the program music of the event Sat Haeng
Sin Akhra Silapin held by the Foundation of Luang Pradit Pairoah (Sorn
Silapabanleng) during 30 September<15"Deeember 2007).

Ruan Banleng. 1 (August 200+):

Ruan Banleng Journal’s Appligation Form. (n.p.), 2007.

Sanan Silapabanleng. Interview, 14 Januaryf2007.

Sawit Thabthimsri. Angklung. 1%ed: PraChiyrpﬂt_hong Printing group, 2005.
See Sad 1 (January 1994).

See Sad 4 (June 1995):

Sudjai Sribenja:’ Khu MeaKan Len Ranad:Ek:[The Ranad Ek-Handbook]. Bangkok:
Odean Kan Phim, 1963.

Surapon'Suwan. ' Dontri Thai Nai Watthanatham Thai [Traditional'Thai Music in Thai

Culture]. 1% ed. Chulalongkorn University Press, 2006.

Thai Kids Software Group. Dontri Thai Nai Internet [Traditional Thai Music in the
Internet]. (n.p.), (n.d.).

Thanyarat Sagarik. Interview, 22 June 2008.



217

Thammasat Sangkete Chalerm Phrakiet. Thammasat University Press, 1999.

(Published on occasion of traditional Thai music concert held by Thammasat
University celebrating His Majesty King Bhumibol Adulyadej’s 72"
Birthday in 1999).

The Office of the National Culture Commission, Ministry of Education. Folk Music
and Tradiitonal Performing Arts of Thailand. Khuru Sapha Lad Prao, (n.d.).

The Overture. (n.p.), 2002.(Fhis document is-thefifth draft of the movie Homrong’s

screenplay).

The 4™ Royal Award @ranting.Ceremony of The National Music Competition for

National Security. Bangkok:Krung Saim Kan Pim, 1985. (Published as a

souvenir book on/occasion of the 4“? royal award granting ceremony of The
National Music Competition for National Security on 10 December 1985 at
the National Theatre).

S

Thi Raluak 80 Pi Khunying Chin Silapabanieng [Commemoration of Khunying
Chin’s 80" hitthday}-—Bangkok:Phikhanet-Printifig; 2003.

Tossaporn Tassana. Personal Communication, 26 April 2008.

Ubonrat Siriyuvasak. Sue San Muanchon Beung Ton [The Basis of Mass

Communication]. 2™ ed. Chulalongkorn Uriversity Press, 2007,

Visnuthep Silapabanleng. Bangkok: Lincon Promotion, 2005. (Published on occasion

of Visnuthep Silapabanleng’s funeral ceremony on 31 March 2005 at Wat

Klrerwan Wora Vihan ).



218

BIOGRAPHY

Theptida Silapabanleng was born in Bangkok, Thailand on April 4, 1983. She
ith a Bachelor of Arts (Southeast Asian
Studies) in 2005. Then, she ja e’ Southeast Asian Studies program at

graduated from Thammasat Universi

Chulalongkorn University i ‘_i___

) U]
AULINENINYINT
ARIAATAUNNIING A Y



	Cover (Thai)
	Cover (English)
	Accepted
	Abstract (Thai)
	Abstract (English)
	Acknowledgements
	Contents
	Chapter I Introduction
	1.1 Significance of the Study
	1.2 Analytical Framework
	1.3 Objectives of the Study
	1.4 The Hypothesis of the Thesis
	1.5 Scope of Study
	1.6 Expectation from the Study
	1.7 Methodology
	1.8 Literature Review

	Chapter II Background of Luang Pradit Pairoah’s Life, Work and Music Reproduction
	2.1 Luang Pradit Pairoah’s Life and Work
	2.2 Traditional Thai Music Reproduction after Luang Pradit Pairoah’s Death until before the Establishment of Luang Pradit Pairoah Foundation (1954-1981/2497-2524)

	Chapter III History and Overview of The Foundation of Luang Pradit 
Pairoah (Sorn Silapabanleng) 
	3.1 Establishment of the Foundation of Luang Pradit Pairoah (Sorn Silapabanleng)
	3.2. Location
	3.3 Concept in Transmission and Reproduction of Traditional Thai Music of the Foundation

	Chapter IV Traditional Thai Music Transmission and Reproduction of the Luang Pradit Pairoah Foundation: Activities
	4.1 Music Teaching and Learning
	4.2 Wai Khru Cerenomy
	4.3 Music Competition
	4.4 Occasional Activities

	Chapter V Traditional Thai Music Transmission and Reproduction
of the Luang Pradit Pairoah Foundation: Media
	5.1 Publication 
	5.2 Audio Media 
	5.3 Website 
	5.4 TV Program 
	5.5 Film 
	5.6 Radio Program 

	Chapter VI Analysis and Conclusion
	6.1 Cultural Hybridization and Various Forms of Mass Media in the Transmission and Reproduction of Traditional Thai music
	6.2 Other Significant Factors Supporting the Effectiveness of Music Transmission and Reproduction
	6.3 FPS as a Case Study of Transmitting Traditional Thai Music
	6.4 Conclusion
	6.5 Suggestions for Further Research

	References
	Vita



