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Abstracts

Saing waing, Myanmar's traditionzl music ensemble, represents a rich cultural
heritage with untapped patential for innovation in composition and orchestration. Despits
its readiness for new music and art forms, oreative and orchestration crafts lag behind.

This study aims to support composers and youngsr musicians by providing: 1) a
detailed analysis and description of Myanmar saing waing instruments, and 2) an explanafion
of orchestration technigues in composing new saing waing music, demonstrated through
the example piece “Gazing Bagan.” The information and orchestrating knowledge are
collected by 1) intensive lterature review, 2) interviews and study with the saing waing
musicians, and 3) recording and transcribing musical fragments and classical works.

The ressarch involves an intensive literature review, interviews with saing waing
musicians, and recording and transcribing musical fragments and classical works. The key
findings are 1) A detziled analysis, including diagrams, illustrations, and idiomatic playing
technigues of saing waing instruments. 2} A comprehensive discussion of traditicnal or-
chestration practices for the saing waing ensemble, derved from classical works. 3) An
innowative approach to orchestrating the saing waing ensembls, illustrated through “Gazing

Bzgan.”

This study provides valuable insights and practical knowledge for composers,
researchers, and young musicians wishing to oreate new works using saing waing instruments
or the entire ensemble. This research bridges fraditional and contemporary practices, fostering

new creative directions for Myanmar's musical heritage.
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Introduction

hhyanmar zaing waing ensemble is well known for its vanety of instruments and itz
massive loud sound by vagarous playing. With its renown, Myanmar saing waing has con-
tinuoushy grown in new compositions, new repertoires, and new playing technigues since
itz birth among younger generstions. Through its development over a century, it became
the present-day fomm with a variety of instruments. However, this ensemble’s creativity and
orchestration craft are not flounshing compared to its populanty. Despite significant instru-
ment tuning, scales, and register changes, the orchestration styles have not transformed
adeguately. These situations show that an orchestration guide plays a vital role in develop-
ing new ideas and creative writings for the saing ensemble in the 21st century.

There are melodic section and rhythmic section in the =aing waing ensambls.
Hne&, kyay waing, and maung saing are the instruments in the melodic section. (Tun, 2015)
Chauk lone pat, pat ma gyi, sakhunt, sido, and different sizes of lagwin, gwan and ssewa
are the rhythmic instruments of the saing waing. Studying each instrument of =aing waing
— their ranges, articulations, dynamics, and idiomatic playing technigues, i= the primary
research of this orchestration study. The standard pitch for the saing waing in the upper
Myanmar regicn i C sharp. (Wai, 2022) Therefore, all the musical analysis in this articls is
based on the standard pitch, C sharp. In the later part of this article, some fundamental
orchestration ways for each section will be discussed. However, this study will not dehve
into the intricate theoretical aspects of Myanmar music, such as compositional technigues
and texdural analysis, as its primary aim is to serve as a practical guide for composers in-

terested in worling with the saing waing ensembls.

Research Objective

The purpose of the research is to do an orchestration study on 2ach instrument of
the modern saing waing ensemble and to discuss its fundamental orchestration tech-

NIQUES.
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Background and Problem Importance

Unlike other chamber music ensembles within Myanmar's musical tradition, the
saing waing has evolved into a complex and richly textured ensembls, often referred to as
the “Myanmar Orchestra.”™ This development did not ocour instantaneously; rather, it
emerged through vanous adaptations in response to demands for diverse instrumental
timbres, expanded pitch ranges, and enhanced rhythmic support. For instance, the tuning
of melodic instruments, such as the Kyay and Maung, has transitioned from distonic to
chromatic scales. Additionally, the range and registers of the instruments have been ex-
tended, and different sizes of drums and ocymbals have been incorporated to strengthen
the rhythmic section.

Despite the ensemble’s evolution, thers is a significant lack of research or study
on itz instrumentation and orchestration, both in Burmese and English. Existing research on
the saing waing predominantly focuses on its history and its rols in royal entertainment. Mo
concise manual 1= available for wnting for these instruments and orchestration, which iz a
considerable gap for intermational composers interested in the saing waing. Furthermore,
wvounger Burmesse composers continue to use traditional orchestration methods for the
modem ensemble, which now features a varisty of pitches, tuning systems, tone colors,
and new instruments. Their innovation and creativity are hindered by the absence of a
suitable guide that provides a detailed descrniption of the instruments and the ensemble in
its contemporary form, as well as the new playing technigues that have emerged. Conse-
guenthy, comprehensive schaolary work on the modem Saing Waing's orchestration and
instrumentation iz urgenthy needed to foster prezenvation and innovation within this musical

tradition.

Research Methodology

This study uses two investigafion methods: 1) intensive research on books and
articles and 2 the survey in the field research. The historical background and typical infor-
mation of saing wiang are investgated through intensive research on previous works relat-
ed to similar topics, and the musical analysis 1z based on feld research, which includes

music recordings, interviews, and group studies.
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The Idiomatic Playing Technigues of Saing Waing Instruments

1. Pat Waing

Pat waing is a drum circle conszisting of twenty-one different sizes of tuned drums
(definite pitch) suspended in a circular wooden frame (Figure 1), Although it is 2 drum cir-
cle, it functions to play the main melody like the first wiclin in the Western orchestra. The

melody in unison or heterophony of the pat waing and hne {2 guadruple wind instrument)
takes the frontline in the ensemble. The tone color of the drums in the pat waing is general-
Iy clear, round, and percussive. Playing the drums in the soft dynamic produces a mellow

and swest tone normally, but playing them in the loud aynamic makes their tone clearer.

Figure 1: Structura of a Pat Waing {Source: Wai Hin Ko Ko)

Three parts of hands are used depending on the sizes of the faces of drums: 1)
index ginger for the smallest faces, 2) thres fngers without index fngers for medium faces,
and 3) plam for the largest faces, Octaves, perfect fifth and fourth, are common in tradition-
al Myanmar music. Thers are two traditional ways to play these intervals: simultansoushy
and altematively, like an ampeggio. A typical drum circle player could play approximately par-
allel octaves in 100 to 110 beats per minute and would be slower than this tempo for play-
ing octave arpeggio. The player must mute the drums immediately after playing them to
make a staccato sound. The possible stacoato playing is approximately 110-120 crotchet
beats per minute. The muted playing with the palm can create an unpitched tones, and the
tones will be in different colors according to the size of the drum. Legato and phrasing can
be made through accents and dynamics. Tremolo i= not traditional, but it can be possible.
As patwaing 1= an ocutdoor instrument, its softest dynamic is the piano. The loudness of this
instrument can be fortississimo and sven more. The most pat waing players can play sem-
iguaver notes of three to four measures in the 145-150 beats per minute in playing running

noes.

Although the drums are double-headed, only the top membrane i1s tuned and
played. The drums are tuned in order of sizes emploving pat-sa, made of noe and wood ash
kneaded with water into 2 dough of such consistency as to lie fast at the center of eact
drum face. Instead of rice and wood ash, some synthetic powder is used for making pat-sa
today. (Wai, 2022) To lower the tone, the player added mare pat-sa. He removes it little by
ittle to raize the tone and tidies it up with 2 wet finger or thumb. The range of the pat waing
s from G#2 to CE6. There are four types of traditional tuning based on the scale used in
the composition: 1) than Yoe, 2) patsaboe, 3) ngar-buak, and 4) hkunhnathan-chi (Figure
2.3, 4, and 5). The lower two octaves are tuned into fve primary tones of the scales. The
uppermost octave is tuned into the diatonic scale [(GE# Mowhydian Mode, C# Lydian Mode,
and F& Lydian Mode, G& Mixchydian Mode, respectively), adding two secondary tones for
omamentation and melodic tone wvaristy. The notes in the parentheses are secondary

ones.

Figure 2: Than Yoe Tuning (Pitch Cantar C#)
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Figure 3: Patzsabos Tuning (Pitch Center C#)
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Figure 4: Mgar-bauk Tuning {Pitch Centar F#&)
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Figure 5: Hkuhnathan-chi Scale (Pitch Canter G#)

Hikunfinathan-chi Scale G Mixolydian Mode
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2. Kyay Waing

Kyay waing is a chromatic brass-gong circle. The nineteen brass gongs are sus-
pended to the circular frame. In the modern kyay-waing, the three bass gongs and acci-
dental gongs are tied to the six pieces of frame exdended from the circumference of the

instrument (Figure 6).

Figure 6: Structura of A Kyay Waing (Source: Wai Hin Ko Ko)

Figure 7: Rags of the Kyay Waing

Chromatic Scale

Diatonic scale e s
o —_— . ey
&ld&#ﬁ'—wm FrTT Aa 3
- [ T5 D ik 1-
al e

Kyay-waing player also plays the melody like pat waing and fils up with its reso-
nance to the short percussive melody line of the drum. In playing a modulated musical
phrase, the complete tune, which cannot be played on the pat waing, can be heard from
the kyay waing because it has acoidental gongs. Although the lkyay waing 1= a chromatc
instrument, the chromatic notes are onginally added for transposition but not for chromatic

music. Today, some saing leaders attempt this instrument to compose chromatic music.
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The brass gongs in the kyay waing have bell-like tones with many harmonic over-
tones. Thersfore, to get a more precise pitch, it was played on the bosses of the gongs by
a raw disc stnker with axle-like handles of wood. The heads of the mallets for kyay waing
are mads of sither elephant or ox leather. The yvounger students have to practice catching
the bosses of the gongs. In controlling undesirable frequencies, the shorter wood handles
than usuzal ones make it easy to dampen the gongs by the player's palms. The player can
alzo stop the wvibration with the mallsts themselves. However, the spesdy passage cannot
eliminate the nng and resonance. The softest dynamic could be pianississimo, and the

loudest dynamic can be as loud as the loudest drum of pat waing, fortissimo. Like in the pat

waing, the fastest staccato notes that can be made on the kyay waing is the orotchet stac-

catos in the tempo of 100 beats per minute. The octave tremolo and tnll are not traditional
technigues but can be used easily. The speed for playing wide intervalzs in a fast tempo
depends on the position of the gongs in the instrument. The only ornament in Myanmar
gong solo is the grace nots. The kyay player can strike two bosses of the two gongs in a
single stroke from the side like a glissando. The tone from the first boss becomes a grace
note. This technigue i called “khat-tee.” The kyay player's double hits make a grace note

that iz the same as the pamarny note.

3. Msung Saing

Maung =aing i= a set of thirty-fve chromatic bronze gongs suspended in seven
rectangular-shaped frames (Figure 8). This instrument is a modem one entered lately into
the saing waing. Muang =aing is the partner of loeay waing, and it sounds an octave lower
than kyay waing. It usually plays a simpler version of the kyay-waing melody in the lower
range with fewer ornaments. It accompanies kyay waing in playing preludes and inter-

ludes. Although no piece i composed for maung solo, maung players perdorm the kyay

waing pieces in an octave lower range for solo performance.

The tone color of bronze gongs is mellow and swest. The thinner faces of the
gongs in maung saing produce maore vibrations and resonances than brass gongs in kyay
waing. Like in kyay waing, the maung player hits the gongs’ bosses with two beaters with
heads padded by the clothes. These soft beaters make the gongs produce sweet tones.
The unnecessary resonance 1= stopped by either the player's palm or the beaters them-

z2lves.
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Figure 8: Structura of a Maung Saing {Source: Wai Hin Ko Ko)

The range of the maung saing is three octaves of the chromatic scale (from C#3
to C#6), omitting “C 3" and *D 3" in the lowest octave (see Figure 9). The modern chro-
matic gong pieces ars both for kyay waing and maung =aing. The position of the gongs
makes playing ampeggio notes easy. This gong amangement is the traditional way in the upper

Wryanmar regicn, and thers are different ways of amangement in the other regions.

Figure 9: Range of Maung Saing

bass
gOngs

‘ -
éiﬁ:"tﬂ' v . n-m'm‘“'m

chromatic scale from Fax3 to Cgs

L]
—_

lﬂﬁ — e

Like the kyay waing, the softest dynamic could be pianissimo, and the loudest
aynamic could be fortissimo—more than forlissimo can break the gongs. The crotchet
stacoato notes can be played at a maximum tempo of 100 beats per minute. The octave
tremolo and trill are easy on the maung saing. The speed for playing wide intervals in 2 fast
tempo depends on the position of the gongs in the instrument. The glissando technique
(khet tee=]) in kyay waing is not idiomatic in maung saing becauss of the gongs’ positions.
As the maung-saing melody simplifiss the kyay-waing melody, fewsr grace notes and dis-
sonant ornament are in the maung-saing melody. Most techniques that can apply on kyay

waing can play on maung saing except for khat tee.
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4. Hné

Hrs is the onby wind instrument in Saing Waing. Hne is a sextuple reed instrumsant
like oboe. U Kin Zaw, a Myanmar musicologist and musician, claimed they were around
two centuries sarlier than saing waing itself (K, 2008). The hné is assumed to be the cors
memiber of saing waing and 15 also used to perform solo pieces. It is 2 purely melodic in-
strument, unlike pat waing, kyay waing, and maung saing, which play harmonic intervals.
The body of the hne iz a conical tube made of wood and has a metal bell at the bottom.
Somes hné players consider the bell to be just decoration and remaove it when playing. Thers
are seven finger holes on the top and a thumb hole at the bottom. There was an exact way
of piercing holes for hne to produce the Myanmar seven tones. However, the way of boning
has changed today since saing waing started to use westemn diatonic tuning. At the top
end, there are fived resds and a staple. The leaves of the palmyra palm, neither too tender
nor mature, are sliced for the reeds (hné-khin). The staple (tha-bwat) continues as the taper
of the bore. An ivory plectrum separates the pairs of reeds (K, 2008). The sight or six pairs
of reeds in hné instruments create very reedy and intense nasal tones. This distinct tone

guality can cover the loudness of the whole saing waing easily.

Figurs 10: Hné and lts Parts (Source: Wai Hin Ko Ko)

There are two sizes of hné: hne gy (fifteen inches) in C#, which performs in serous

music. and hné lay (nine inches) in G#, which is very commen in saing waing music and
plays most types of saing waing music. When all seven holes are closed or open except
the thumb hole, the hneé gy and palwe gyl are in CF, and the hne lay and pabwe lay are in
G£. When the melody i1z not in the available range, the player always plays it in a possible
higher or lower ooctave. Figure 11 descnbes the ranges of hné and diamond-shaped notes

that ar=s only for professionals in certain situations.
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Figure 11: Ranges of Hna
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When all the finger holes and the thumb-hole of hne gyi and palwe gy
are closed, they can produce C&Ed or CE5. When all the holes are open except for the
thumb haole, they can also make C#, but it i= more difficult to control the air stream than in
the closing hole technigue. In the same way, hne lay produces G#4 and G&5, but the pahwe
lay makes G#5 and G#6. The overblowing and lipping can create an upper ootave. Closing
a thumb and finger hole produces B&#4 in hné gyt and F£5 in hne lay. When the thumb-hole
and two finger holes are closed, the hne gyvi makes A#4, and the hne lay makes E&5. In this
way, closing further one hole after another produces diatonic seven tones. The chromatic
notes can be obtained by two ways of fingering: 1) half-hole closed fingering and 2) skip-
hole fngenng. The skip-hole fngenng i= more accessible than the half-hole closed one, but
thiz fingenng cannot be used for some chromatic tones.

Opening a thumb hole (thara pauk) can raise the primary note to a nearly perfect
fitth abowve it. This rising pitch depends on how wide the thumb hols is closed or opened.
Finger grace notes ars more common. The hng players can makes different pitches and
slide notes using only the reeds. Moreover, the “fall off and “fall into™ notes are prevalent
on these instruments. Their ipping and amount of air can decide vanous charactenstios of
the tones and pitches. The lighthy pressing thumb hole helps get good tone quality in the
upper register of the instruments. The possible softest dynamic on hné is the mezzo-piano
because of its piercing and intense tone color. The loudest of hne is the fortississimo. The
subito effect can be created by tonguing and a strong air stream. Playing sixteen notes in
one hundred and sixty beats per minute is the fastest idiomatic speed for these instru-

ments.

5. Seews

Seews is 2 pair of a hollowed wood block (wa) and a tiny cymbal (see). The sesis
made of an alloy of copper and silver. This pair of instruments have enough loudness to
control the stream of the tempo of the whole saing waing ensemble. However, the tempo

and musical flow of the saing waing are led by the =aing sayar {pat waing player). The
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seewa and pat waing players interact musically and decide the tempao together. All other

instruments follow the sounds of seswa.

Figurs 12: Seswa
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As mentioned previousously, the fundamental meters of Myanmar music are nayi
{quadruple meter) and walatt (duple metsr). Wa plays every frst beat of both meters, and
the counting unit for the music piece's measures in Burmese is “wa.” In the nay1 meter, see
plays the second and third beats, but the fourth beat iz silent. In the walatt meter, the =ee
plays in the second beat. Most sernious musical pieces are in nayi, but walatt i= ubiguitous
in Myanmar music. Unlike the metronome, seewa usually improvises its rhythm patterns
creatively according to the music. Howswver, improvization is ssldom in nayi meter. In Walatt
meter, in a2 fast tempo, the seewa player sometimes plays guaver-valued wa and see or
semiguaver-valued wa and see in a beat, and they call the meter “wallat asate.” On the
other hand, they expend the beats and play cut times. Occasionally, all the seewa patterns
are combined in a phrase. In walatt asate, the player sometimes plays only guaver valued

wa. When see and wa play simultanecusly, it is called “zone wallat.”

6. Potma Gyaung or Chauk Lone Pat

Pat ma gyaung is a set of drums that includes six small rhythm drums, a bass
drum (Pat ma gyi), and a tenor drum (Sakhunt) (Figure 13). Pat ma gyi and sakhunt rest
horizontally on the stocls. Pat ma gyaung is also named chauk lone pat flowing the six
riythm drums. The s rhythm drums sit on the floor, and the player plays only the top faces.
The lowest drum is the same size as the lowest in the pat waing. Like the drums in the drum
circle, they are tuned info the C-shaped majortnad G&2, CE3, BE£3, C#4, and E&4 by applying

pasta. These six drums can be in another triad, turning on the pitch center of the music.
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However, they are not supposed to play chords like Western music. The chauk lone pat
player plays either all or some of tham to create a particular rhythm pattem with cymbals
bazed on the melody.

Pat ma gwi iz a2 Burmese bass drum with twenty inches in diameter at a wider face
side and ten inches in diameter at 2 smaller face side. The faces are tuned by applying the
patza and are perfect fourth or fifth intervals apart. The wider face sounds higher and is
usuzlly tuned to the pitch center of the music. Its tones are basso within C&1 to CE2, but the
drums’ vibraticn and sustain are short. The Sahkunt (a2 tenor drum) is smaller than the pat
ma gyi. The wider face has a fourteen-inches diameter, and the smaller face has an
eight-inches diameter. Both faces are played with palms, which also involves creating a

rhythm patterm wath the s drums together.

Figura 13: Chauk Lone Pat, Pat Ma Gyi, and Sakhunt (Source: Wai Hin Ko Ko)

7. Sido

Four short fat drums, sitting on the floor to help the rhythm pattern of  chauk lone
pat, are called sido (Figure 14). The giant drum is about twenty-fve inches in diameter, the
smaller one i1s twenty-two, the second smallest s eighteen, and the smallest iz sight. The
smallest sido i1s attached at the side of the second smallest one. The sido player plays the
top faces by the stick. They all do not have defnite pitches, but their imprecise pitches will

be higher and higher according to their sizes.
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Figure 14: Side (Source: Wai Hin Ko Ko)
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8. Lagwin and Gwan

Lagwin iz 2 Burmese name for a oymbal. There are three different sizes of lagwin:
1) Lagwin Gyi (fourteen inches in diameter), Sakhunt Lagwin (eight inches in diameter),
and Done Lagwin (s=ven inches in diameter). Closed and open playing are the two tradi-
tional technigues of playing lagwin. The tone color of lagwin is much darker than the west-
em one. The gwan is a bronze gong without 2 boss and played by a stick. Gwan makes the

riythm pattern together with either sakhunt lagwin or done lagwin.

Figure 15: Varous Sizes of Lagwin, and Gwan {Source: Wai Hin Ko Ko)

Following a detziled discussion of instrument playing technigues, it iz crucial to

address the orchestration process when composing for the saing waing. In this process,
after the melody and lyrics of a2 song have been composed, the ensemble leader initially
plays and improvises the melody on the maung saing. This instrument is chosen for its nch,
ower tone color and full chromatic register among the melodic instruments. Subsequently,
the ensemble leadser amanges the chauk Lons pat, determining the rhythmic pattems,

drum rolls, and hits to be utilized, supported by the seswa and appropriate cymbals.
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Finally, the kyay waing and maung saing play the melody in octaves, with the kyay
waing providing the higher register and the maung saing the lower. The ensembls leader
then improvises the melody on the pat waing, while the Sido drums fll out the rhythmic
section of the chauk lone pat. The hneé also plays the melody in conjunction with the maung
saing and kyay waing, except in passages reguinng 2 unique texture. This comprehensive
orchestration process ensures a rnich, cohesive sound that highlights the distinctive guali-

tizs of 2ach instrument within the =aing waing ensembls.

The Traditional Way of Orchestrating Saing Waing

Generally, pat waing, kyay waing, maung saing, and hneé play the melody in het-
erophony or sometimes in polyphony. The pat waing and hné sometimes stand out as the
virtuosic solo from the tesdure. The instruments in the rhythmic section: chauk lone pat, pat
ma gvi, sakhunt, sido, lagwin and gwan create the rhythmic patterns as the background
(Figure 17). However, the rhythm section not only maks the regular rhythmic pattems but

also oocasionally creates more attractive mythm texdure. (Figure 16},

Discussion

Az previously noted, the traditional orchestration msethods for the saing waing ars
rudimentary when compared to the capabilities, tunings, registers, and tone colors of modem
saing waing instruments. For instance, when arranging harmonic textures, saing waing
players predominanthy use diatonic notes as pnmary elements, relegating chromatic notes
to a secondary role. Matal instruments such as the kyay waing and maung saing, which
exhibit excellent resonance for arpeggio figures and disjunct melodies, are still predomi-
nanthy utilized for linear melodic lines. Additionzlly, the development of polyphonic textures,
parhicularty contrapuntal wrnting, among the pat waing, kyay waing, maung saing, and hneé

has not kept pace with the instruments’ unigue tone colors and sxtensive registers.

To address these shorcomings, there is a pressing nesd for detailed descriptions
of the instruments’ properties, playing techniques, and tone colors, alongside advice on
innovative orchestration methods. Incorporating extended playing technigues and explonng
new approaches to orchestration could significanthy support yvounger saing waing leaders

and composers in their creative endeavors. By providing comprehensive guidance on the

Conclusion
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modern potentizl of these instruments, it is possible to foster expenmentation and the cre-
ation of new compositions and forms for the ensemble. This evolution in orchestration prac-
tices would not only preserve the nich heritage of the saing waing but also propel it into

contempaorary musical contexts, enhancing its relevance and appeal.

The instrumentation in this study has already confirmed that the full-grown saing
waing ensemble with balanced melodic and rhythm sections is ready to bear musical fruits
and bloom the musical flowers. This orchestration study supports restoring the orchestra-
tion art and crafts that are the nch soil for the saing waing to grow freely in every possible
diraction. The excellent arranging and wise uss of musical elements that are suitable for the
tone color of the saing waing instruments are necessary for vanous types of musical gen-
res, which ars playsd by saing wiang. In this way, this ressarch can be good =soil for the
potential growth in the saing waing music as a new art form. Conseguently, good compo-
sitions and orchestrations will bring the saing waing among the concerts, audiences, and
art platfiorms. Finally, these developments will retum the saing waing from itz entertainmeant
role to the peformance role. Growing is a sign of life. This research is hoped to sustain the

growth of saing waing music as living art in the futurs.

Figurs 16: An Active Rhythm Part of Rhythm Section
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Figure 17: An Musical Exacept from a Saing Waing Piece, entitled “Pwe Kyike Kin™
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