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This dissertation explores the integration of Thai traditional music in Chakra, for wind 

band, by Narong Prangchareon. Nipat Kanchanahud explores how Narong, inspired by Eastern 

philosophy, integrates elements of Thai traditional music and the types, styles, scales, and 

dialects of Thai culture with the formal elements of Western music and the instrumentation of 

the Western wind band.   

 Chakra uniquely spans Eastern and Western cultures, creating a new musical language 

for both worlds to appreciate and enjoy. Further, the composition richly demonstrates the 

viability of the wind band as an international medium. The orchestration of Chakra reveals 

Narong’s musical lineage from from Edgard Varèse through Chen Yi. 

 A conductor’s guide, included with this dissertation, is designed to aid and encourage 

performances of Chakra throughout the world. 
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Introduction 

 It has been more than sixty years since Frederic Fennell founded the Eastman Wind 

Ensemble and then wrote letters to composers inviting them to compose original repertoire for 

the wind band. This gesture marked the beginning of the development of the wind band 

repertoire, which has resulted in a large number of contributions to the medium. Twenty-first 

century wind band conductors and composers are now faced with the challenge of continuing 

this development. 

Purpose 

Narong Prangcharoen always integrates aspects of his cultural background into his 

compositions. His work, Chakra, musically represents a cultural exchange between Thai 

traditional music and Western music, one inspired by Eastern philosophy. The majority of his 

compositions, for example, Namaskar, Mantras, Anatman, and Presage, were inspired by 

Eastern philosophical concepts. Philosophical beliefs affect the way of life for individuals in 

Eastern cultures from the day they are born until they die. The notion of chakra is a part of 

Eastern philosophy that Narong used as an inspiration for his wind band piece. The purpose of 

this dissertation is to explore how Narong integrates elements of Thai traditional music including 

the types, styles, scales, and dialects of Thai culture, with the formal elements of Western music 

and the instrumentation of the Western wind band. The result spans the two cultures, creating a 

new musical language for both worlds to appreciate and enjoy. Furthermore, Chakra richly 

demonstrates the viability of the wind band as an international medium. 
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Historical Perspective 
 

Chakra was commissioned by the Illinois State University Wind Symphony.and was 

premiered on April 22, 2007 by the Illinois State University Wind Symphony, Stephen K. Steele, 

conductor, in the Center for the Performing Arts Concert Hall, Normal, IL.The word chakra 

translates as “wheel,” as in the phrase “The Wheel of Life.”1  It is believed that chakra is the 

basic energy of life located in the center of the human body. This life energy has been referred to 

in documents from India as early as 1500 BC.  In this ancient tradition, the human body has five, 

seven, or eight chakra locations, depending on local tradition and culture. Each of these chakra 

centers is linked to a major nerve ganglia branching from the spinal column.2 Chakras help 

maintain a balance both in the human body and in life.3 

Chakra was inspired by the vision of seven chakras, chakra one: Earth, chakra two: water, 

chakra three: Fire; chakra four: Air; chakra five: Sound; chakra six: Light, and chakra seven: 

Thought. The composer sonically portrays the atmosphere or sound of each chakra primarily 

through the force and energy of the music. This is not music for meditation. Chakra opens with 

chaotic sound and then introduces the main musical motive, which will be transformed into the 

energy source of the piece. This seven–pitch (eight-note) motive will mutate as its pitches are 

reordered and its timbre is varied throughout the seven sections of Chakra. All of the mutations 

are slow and each is designed to convey the energy of the corresponding chakra.

                                                 
1 http://www.crystalinks.com/chakras.html (accessed February 9, 2015) 
2 http://www.ariyasound.com/images/sub_1331309115/chapter%205%20.pdf (accessed February 
9, 2015) 
3 http://chakraenergy.com/energy.html (accessed February 9, 2015) 
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Significance and State of Research 

The importance of the arts and culture within a social group or a nation is often 

used to characterize the identity or uniqueness of the group. The wind band medium (the 

wind ensemble) has flourished in the United States for more than a century and has 

become an important part of American culture. Composers such as John Philip Sousa, 

Henry Fillmore, Karl L. King, Vincent Persichetti, William Schuman, Charles Ives, 

Morton Gould, H. Owen Reed, John Corigliano, Frank Ticheli, Joseph Schwantner, and a 

host of twentieth and twenty first-century composers have contributed to the wind band 

repertoire to the point where a significant portion of America’s identity is musically 

linked to the medium.  Almost every middle school/junior high school and high school in 

America has as band program.  Perhaps millions of students study wind, brass, and 

percussion instruments at the public school level across the United States and often 

continue their study at the college level, with many students earning degrees to become 

professional instrumentalists and conductors. 

A number of articles and books discuss the use of Asian pentatonic melodies in 

the Western music, which started when Claude Debussy (1862-1918) encountered the 

Indonesian gamelan at the 1889 Paris Exposition.4  Debussy’s use of the modal features 

and structure of Asian music was the first significant instance of a Western composer 

going beyond just the allusion to exotic Asian music.5 Edgard Varèse (1883-1965) was 

influenced by Debussy’s use of Asian pentatonic melodies. Varèse, however, was more 

                                                 
4 Mervyn, Cooke “‘The East in the West’: Evocations of the Gamelan in Western Music,” 
in The Exotic in Western Music. ed. Jonathan Bellman. 
5 Schwartz, Elliott and Godfrey, Daniel, Music since 1945: Issues, Materials, and 
Literature, New York: 
Schirmer Books, (1993), 40.  
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concerned with complex combinations of sonic stratification and the intervallic 

components of themes rather than melody, which is similar to Asian music.6  Varèse’s 

compositional concepts were transmitted through Chou Wen-Chung (b.1923), then Chen 

Yi (b.1953), to Narong.  In Chakra, Narong focuses on the unique texture and rhythm of 

Thai traditional music as his primary compositional material. Narong’s compositional 

lineage, and the intuition he has concerning Thai traditional music, makes Chakra a 

remarkable composition in the wind band repertoire, and characterize Narong’s musical 

style.  

 Chakra is an appropriate piece to demonstrate the possibilities of assimilation 

between conventional Thai music and Western music. In addition, it is a sophisticated 

composition for wind ensemble, both worthy of study as a work of art and significant 

enough to make the creation of a Conductor’s Performance Guide valuable. 

There have been journal articles, websites, and theses offering perspectives on 

Thai traditional music, including David Morten’s The Traditional Music of Thailand,7 

and Michael Richard Wright’s dissertation, “Polyphonic Stratification in Traditional Thai 

Instrumental Music.”8 However, the Thai wind band repertoire has not been the subject 

of any discussion. A master’s thesis by Nathinee Chucherdwatanasak examines, “Narong 

Prangcharoen and Thai Cross-Cultural Fusion in Contemporary Composition.”9 This 

thesis mentions only Narong’s orchestral pieces, and his general compositional ideas, and 

                                                 
6 Wen-Chung, Chou, “Asian Concepts and Twentieth-Century Western Composers,” The    
Musical Quarterly, Vol. 57, No. 2 (Apr., 1971), pp. 211-229, Oxford University Press, 
http://www.jstor.org/stable/741215. 
7 Morton, David. The Traditional Music of Thailand, University of California Press, 1976. 
8 Wright, Michael Richard, “Polyphonic Stratification in Traditional Thai Instrumental 
Music.” Diss. 1968. 
9 Chucherdwatanasak, Nathinee, "Narong Prangcharoen and Thai cross-cultural fusion in 
contemporary composition." Master’ thesis, University of Missouri-Kansas City, 2014. 
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how contemporary Thai composers incorporate traditional Thai music elements in a 

variety of ways. There is a basic performance guide for Chakra by this author, Nipat 

Kanchanahud, in a chapter of Teaching Music Through Performance in Band, Volume 

1010. The purpose of this dissertation is to provide more profound information about 

Chakra by analyzing the integration of Thai traditional musical elements in the work, 

while considering relevant existing literature. 

 In addition to the lack of sufficient program notes provided by the composer, 

there are no journal articles or websites offering substantial information about Chakra or 

the Thai wind band repertoire. This dissertation will be the first definitive study of 

Chakra, and I plan to translate the dissertation into languages other than English so that 

the information can be shared throughout the musical world, with a goal of seeing the 

piece widely performed. 

Method 

This analysis and conductor’s guide for Chakra will include a discussion of 

melodic and harmonic progressions, intervallic relationships, instrumentation, timbre, 

articulation, rhythm, canonic devices, chorale features, and ornamentation, considering 

how the work relates to the Western and Thai musical traditions. The various timbral 

effects used by the composer will be examined.  These include traditional techniques 

ranging from multiple tonguing in the brass to the production of harmonics on the flute, 

along with many effects and combinations in the percussion.  Each of these effects has a 

specific color intended to enhance the character of Thai traditional music in works in the 

                                                 
10 Kanchanahud, Nipat. “Teacher Resource Guide: Chakra by Narong Prangcharoen,” in 
Teaching Music Through Performance in Band volume 10. Edited by Richard 
Miles. Chicago: GIA Publications, Inc., 2015. 
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standard wind ensemble repertoire. The conductor’s guide will offer a preface outlining 

the material and methods used in the composition of Chakra, instruction on specific 

effects called for in the score, and suggestions designed to heighten the impact of the 

work on both the performers and audience. 

The impetus for the creation of the work arose from the concept of chakra as the 

wheel of life and from the notion of the specific chakras which traditional Asian culture 

believes are part of the human body and life.  The tradition of seven chakras resulted in a 

seven-section composition based on a motive of seven pitches. Western style 

compositional techniques were used to mutate that motive for use as the basis of melody, 

harmony, and texture in the work.  These elements were combined with a heightened 

sense of timbre and rhythmic complexity, much of it borrowed from Thai traditional 

music and from the sounds heard in Thai temples and courts. The ways in which Narong 

Prangchareon both incorporated these elements into his composition and musically 

articulated each of the chakras will be thoroughly discussed.
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Biographical Information 

 
Narong Prangcharoen is an internationally recognized Thai composer whose 

works have been performed at many important international musical venues. In addition 

to working as a freelance composer, Prangcharoen currently teaches at the Community 

Music and Dance Academy of the Conservatory of Music, University of Missouri-Kansas 

City. He is the founder of the Thailand International Composition Festival, now entering 

its tenth year.  Until 2018, Prangcharoen continues as composer-in-residence for the 

Pacific Symphony in Orange County, California, under the “Music Alive” program of the 

League of American Orchestras. In 2013, he was awarded both the prestigious 

Guggenheim Fellowship and the Barlow Prize for a piece for solo cello and wind 

ensemble, Anatman.11 He was awarded the 20th Annual American Composers Orchestra 

Underwood New Music Commission, the American Composers Orchestra Audience 

Choice Award, the Toru Takemitsu Composition Award, the Alexander Zemlinsky 

International Composition Competition Prize, the 18th ACL Yoshiro IRINO Memorial 

Composition Award, the Pacific Symphony’s American Composer’s Competition Prize, 

and the Annapolis Charter 300 International Composers Competition Prize. On 2007, 

                                                 
11 Prangchareon, Narong, http://www.narongmusic.com/biography.php (accessed 
September 20, 2014). 
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Prangcharoen was the recipient of the Silapathorn Award, naming him a “Thailand 

Contemporary National Artist.”12 

 Narong was born in Uttaradit Province in Thailand. He began playing the trumpet 

at the high school level with the Horwang School Band, Bangkok, Thailand. He earned a 

Bachelor’s Degree from Srinakharinwirot University, Thailand, a Master’s Degree from 

Illinois State University, and a Doctor of Musical Arts Degree in Composition from the 

University of Missouri–Kansas City, where he studied composition with Chen Yi.13 

Chen Yi was a student of Chou Wen-Chung,14 who in turn studied composition 

privately with Edgard Varèse. Varèse later became Chou’s lifelong mentor and friend.  

Narong’s compositional family tree thus includes the influence of Varèse. 

 

                                                 
12 Prangchareon, Narong, http://www.narongmusic.com/biography.php (accessed 
September 20, 2014). 
13 Prangchareon, Narong, Interview by author September 20, and, December 17-19, 2014. 
14 http://www.columbia.edu/cu/china/Chou.htm. ) accessed September 20, 2014. 
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Historical Perspective 

Fundamentals of Thai Traditional Music 

Melody: 
 
 Traditional Thai music elements have their own identity. The Thai modal system 

is neither pentatonic nor a Chinese or Javanese system. It is diatonic with seven whole 

tones. The traditional tuning system is not seven absolutely equidistant whole tones. Each 

ensemble has its own tuning dialect and the tuning of intervallic relationships among the 

seven notes in a scale are different. Thai musicians who perform traditional music have a 

good sense of the intervallic relationships in the scale and use their ears to perform the 

correct pitches. The system can be compared to Western tuning systems before equal and 

just temperaments were developed. In Thai traditional music, the fourth degree of the 

scale is usually avoided and the seventh degree is used only occasionally in a melody. 

Modern scholars, Paul Seelig, Alexander J. Ellis, have tried to compare the Thai tuning 

system with Western equal temperament. To compare the Thai seven tone scale and the 

twelve semitones of the Western chromatic scale in one octave, those scholars use eighty-

four as the denominator for the seven tones of the Thai tuning system and the twelve 

semitones of the Western chromatic scale in one octave (Figure 3-1).  
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Texture: 
 
 Thai traditional music classifies ensemble instruments into four groups according 

to the characteristics of the musical line and their role in the ensemble. The four groups 

are melodic percussion, rhythmic percussion, blown instruments, and bowed and plucked 

instruments. The playing of all four groups in an ensemble creates the unique texture of 

Thai traditional music. The main melody is played simultaneously with the variants of the 

various sonic strata in a faster or slower rhythm. This is called “polyphonic stratification,” 

and while complex, the result is not as cacophonous as Javanese gamelan music.  

 The relationship of one melody to specific variants of itself, one idea viewed 
 simultaneously within unity, characterizes the Thai Traditional Music ensemble. 
 The technique of combining simultaneously one main melody and its variants 
 is incorrectly described as heterophony; polyphonic stratification seems a more 
 precise description, since each of the “layers” is not just a close approximation 
 of the main melody but has distinct characteristics and a style of its own.15 
 
 The main melody in Thai traditional music is played by a set of nipple gong-

kettles (Khong Wong Yai), a set of sixteen gong kettles on circular rattan frames, while 

the other melodic instruments simultaneously play variants of that melody. 

Thai Musical Instruments: 

Plucked Instruments 
• Ja-khae 

      The resonance box of the ja-khae is made from wood in a shape resembling a 

crocodile. The word crocodile in Thai is jaw-ra-khae. The word is shortened to ja-kae as 

the name of the plucked instrument. The players have to sit at the same level as the 

instrument while playing. There are three strings connected to the top resonance box. 

                                                 
15 Morton, David. The Traditional Music of Thailand, University of California 

Press, 1976. 
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 “The jak-hae has been used since at least the first part of the Ayuthaya period 

(c.1357-1767 AD), for it is mentioned in the court regulations of that time. It has been 

used in the string ensemble only since the time of King Rama I (1782-1809 AD). Before 

that, the jak-hae may have been considered an instrument more suitable for solo 

playing.”16 

Bowed Instruments 

• Saw Sam Sai 

      The resonance box of the Thai instrument known as the saw sam sai, is made 

from half a coconut shell. There are three strings with the low string tuned to g’, the 

middle string to d’, and the high string to a”. The player puts the endpoint of saw sam sai 

on the floor and bows it like a cello.  

• Saw Oo 

      The saw oo is a two-string instrument with a resonance box made of a large oval-

shaped coconut shell that is cut open at one end so that two bulges remain on the upper 

part of the resonance box. The front of the resonance box is covered with goat or calf skin. 

The saw oo has no frets along the neck. The name sow oo comes from the characteristic 

sound of the instruments. The lower string is tuned to c and the higher string to g’. The 

hair of the bow is inserted between the two strings hence the player can use one side of 

the hair for bowing one string, and the other side of the hair for bowing the other. 

 
 
 
 
 
                                                 
16 http://www.seasite.niu.edu/thai/music/classical/Instruments/default.htm. (accessed 
March 5, 2015) 



 13 

• Saw Duang  

 The resonance box of the saw duang is made of hard wood or ivory. It is hollowed 

out to a cylindrical shape similar to that of an animal trap made from a joint of bamboo 

called a ‘Duang.’ One side of the resonance box is covered with a snakeskin to spread the 

vibration from the strings, which are lined up over the bridge fixed on the resonance box. 

The strings, made of silk, are of different thickness. The lower string is tuned to the g’ 

and the higher is tuned to the d”. The hair of the bow is inserted between the two strings. 

The player can use one side of the hair for bowing on one string and the other side of the 

hair for bowing on the other string

Struck Instruments 

• Ranad Ek 

     The ranad ek is a percussion instrument that evolved from the “grarp.” Originally, 

a pair of grarps were used to keep the rhythm when accompanying a singer or ensemble. 

The resonance box of the ranad ek improved the grarp by achieving more beautiful and 

resonant sounds. The tone of the ranad ek is similar to that of the xylophone. The pitches 

are tuned by using a melted mixture of lead filings and beeswax, molded into small pads, 

and fixed to the underside of each end of the tone bar. There are 22 tone bars on the ranad 

ek. The tone bars now tend to be made of hard woods such as black-wood, rosewood, and 

Burmese ebony instead of bamboo. Two kinds of mallets, hard and soft, are used to play 

the ranad ek
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• Ranad Thum 

 The Ranad-Tum is a melodic percussion instrument invented during the reign of 

King Phra Nangklao, King Rama III (1824-1854).17 It is modeled after the ranad ek, but 

with lower pitches like those of the xylophone and the marimba. The tone bars are made 

of similar kinds of wood, but they are longer and wider to make different tone colors. The 

shape of the resonance box is different from that of the ranad ek. The player always uses 

a soft mallet to play on the ranad thum, so its tone color is similar to the marimba. 

• Khong Wong Yai 

      The “large circle of nipple gongs” plays the main melody in the Thai traditional 

ensemble. The circular frame is made of rattan rods curved into two circles (upper and 

lower) with open sections for the player to enter and sit inside the circular framework. 

Two kinds of mallet are used for playing the khong wong yai, a hard mallet made from 

rawhide leather, and a soft mallet made from rawhide leather covered with cotton. The 

khong wong yai is used in the pi-phat ensemble. 

• Khong Wong Lek 

         The khong wong lek was invented during the reign of King Rama III (1824-1854). 

The design of the khong wong lek is modeled on the khong wong yai, but it is smaller. 

The khong wong lek is also used in the pi-phat ensemble together with the khong wong 

yai, but the khong wong lek plays a variant of the melody. 

 

                                                 
17 http://tkapp.tkpark.or.th/stocks/content/developer1/thaimusic. (accessed March 5, 
2015) 
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• Khong Mong 

      The khong mong is a round percussion instrument with a nipple. There are many 

kinds of mallet used for playing the khong mong. The head of the mallet is wrapped with 

cloth and tightly wound around or knitted with thread. The khong mong produces a low 

resonant sound. It is always used in the pi-phat ensemble to emphasize the main rhythm. 

• Ching and Charb 

      The ching is a pair of finger cymbals. The ching, named for the sound it produces, 

is made from thick metal and is shaped like a teacup. It played by hitting the two cymbals 

against each other. At the top of the bell, there is small hole through which a cord is 

passed to connect the two cymbals, also convenient for playing them. The ching 

functions as the conductor of the ensemble – for controlling the tempo. It produces two 

sounds, “ching” (open) and “chup” (closed). The charb is bigger than the ching, shaped 

like a regular small cymbal, about 12-14 centimeters in diameter. The charb plays the 

subdivision of the rhythm.  

• Glong Tad 

The glong (drum) tad is a large double-faced drum used in pairs in the pi-phat 

ensemble. The body of the drum is a cylindrical made of hard wood, hollowed to function 

as a resonance box. Over two faces of the drum are stretched cow or buffalo hide, 

attached to the body of the drum with metal pins. Interestingly, the drum that produces 

the higher tone is the “male” and lower-pitched is the “female.” 
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• Ta Pohn 

The ta pohn is another rhythmic instruments used in the pi phat ensemble. It is 

normally played together with the glong tad. It can create more than twenty tone colors 

by striking with the palms and fingers on both drumheads. 

• Tone-Rammana 

The tone-rammana is a shallow drum with one head, about the same size as and very 

similar to a tambourine. The resonance box on the tone-rammana is made of pottery or 

ceramic. The head of the beater is made from various skins such as calf or goat. The 

drum is played with one hand, the other controlling the tone by opening or closing the 

open end of the vase-like body.   

• Glong Khaek 

      The glong khaek is a pair of double-face leather drums with a long cylindrical 

resonance box made of hardwood. The drums are used in pairs and are of different tone 

colors. The drum that produces the higher pitch is the male drum, while the other drum, 

which produces the lower pitch, is the female drum. It is struck with the palms and 

fingers on both drumheads.  
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Blown Instruments 

• Klui (Thai Vertical Flute) 

     There are many sizes of klui, each in a different key. 

• Klui Lip 

     The klui lip is the smallest and highest klui, measuring 36 centimeters in length 

and two centimeters diameter. It is usually played with string instruments ensembles such 

as the pi chawa string instrument ensemble and mahori ensemble.18 

• Klui Phiang Aw 

      The klui phiang aw is the middle-sized klui, measuring 45-46 centimeters in 

length and four centimeters diameter. The klui phiang aw is three pitches lower than the 

klui lip on Thai scale. It is played in the mahori, pi pat mai nuam, and the pi pat deuk 

dam ban string ensembles, and is the main instrument used to tune the other instruments 

in the ensembles which play in the “Piang-aw” key.19 

• Klui U 

     This is the largest and lowest klui, measuring 60 centimeters in length and 4.5 

centimeters in diameter. Its playing style is simple, mainly producing long sustained 

sounds. It is two pitches lower than the klui piang aw on Thai scale. The klui u was 

invented for use in the pi pat deuk dam ban ensemble, which requires musical 

instruments to produce unique sounds such as the ranad tum, the saw u, and a set of seven 

tuned mongs, which are used in Chakra. 

• Pi (Shawm) 

                                                 
18 http://tkapp.tkpark.or.th/detail.php?id=104&refer=44. . (accessed March 5, 2015) 
19 Ibid. 
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“The pi is an authentic double reed Thai instrument that has been made and used 

since ancient times. The characteristic of sound differentiated by shape and the 

arrangement of the finger holes on the body. The reed for the pi is made of four small, 

round pieces of palmyra palm leaves, placed in two double layers or more and tied to a 

small tube made of brass, silver, or some other metal. Originally, the pi probably served 

as the leader of the ensemble with which it played, usually only percussion instruments, 

and for this reason, the ensemble came to be known as the pi phat ensemble.”20 

The History of the Thai Wind Band 

 
 The history of the Thai wind band began in 1852 when King Rama IV (King 

Mongkut) established a small brass band in the royal guard regiment. In 1873, King 

Rama V founded the first military band (army band) in his court. The Royal Thai army 

hired English captains who had resigned from the British military in India to train both 

the military and its band, resulting in the adoption of the English tradition of using 

trumpet signals and the English anthem “God Save the King” to salute the monarch. 

However, the army quickly moved to appointing other foreign commanders, including 

Jacob Feit (1844-1909), a German-American military officer who came to Thailand in 

1866 and worked as a band director. Foreign musicians who came to Thailand with 

European and American Navy vessels trained the Royal Navy band.21 

In 1878, another brass band, the Thai Royal Navy Band, was founded. Since then, 

the service bands (Navy Band, Army Band, and Air Force Band) have been the main 
                                                 
20 http://www.seasite.niu.edu/thai/music/classical/Instruments/default.htm . (accessed 
March 5, 2015) 
21 Yamprai, Jittapim. “The Establishment of Western Music in Thailand.” PhD diss., 
University of Northern Colorado, 2011. 
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institutions involved in the development of the wind band in Thailand. The tradition of 

the wind band was transferred from the British Navy Band, which came with a warship, 

to the Thai Royal Navy band. Therefore, the first influence on the wind band medium in 

Thailand was from the British military.22 In 1904, His Royal Highness Prince Paribatra 

(1881-1944), one of King Rama V’s sons, was appointed Commander-in-Chief of the 

Royal Thai Navy. He strongly influenced the Thai Navy Band and even taught a course 

titled “Brass Instrument Applications” in 1906 at the Navy Department, and occasionally 

directed the band.23 Prince Paribatra composed and arranged more than twenty pieces for 

the military band in a conventional Western style. Besides his original compositions for 

military band, Prince Paribatra began working with the idea of transcribing music from 

the Thai traditional ensemble, the pi-phat ensemble, for a wind band version, maintaining 

the original melody, rhythmic structure, and polyphonic stratification. This became the 

earliest genre of Thai wind band music, a genre is still played today, but is much less 

popular. 

The modern era for the Thai wind band medium started in July 1981 when the 

Suthiwararam school band participated in the World Music Contest at Kerkrade, The 

Netherlands. That contest introduced the wind band world to Thailand’s wind band 

medium. The achievement of the Suthiwararam school band motivated Thailand’s 

Department of Physical Education, within the Ministry of Education, to organize the first 

Royal Trophy All Thailand Band Competition for school bands. With this competition, 

                                                 
22 Boonjae, Anurak, “The Royal Thai Navy Military Band”, Master’s thesis, Mahidol 
University, Bangkok, Thailand, October 1, 2539 B.E. (1996). 
23 The Royal Thai Navy Symphony Orchestra,” in อนสุรณงานพระราชทานเพลงิศพ นาวาเอก ดร.วิษณุเทพ 
ศิลปบรรเลง  [Memorialbook from the royal cremation ceremony of Capt. Dr. Visnutep Silapabanleng] 
(Bangkok, Thailand: Lincoln 
Promotion, 2005), 109 
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the wind band medium started to become popular at the secondary school level, and its 

growth and success have been exponential.  

Being a native Thai citizen and growing up in this musical culture, I observed and 

experienced the evolution of the wind band in Thailand. Both the government and the 

private company such as Siam Music Yamaha Co., Ltd. became involved in its 

development by supporting the wind band in Thailand. Siam Music Yamaha Co., Ltd. 

organized the Yamaha Concert Band competition and the Yamaha Thailand Marching 

Band Competition, including both the 1996 – 2007 outdoor marching competitions and 

the 2011 – 2012 indoor marching competition. Yamaha also hosted wind band workshops, 

conducted by famous Yamaha artists from all over the world. These workshops 

contributed to the improvement of musician’s playing technique. 

Many wind band composition were composed for the concert band competition. It 

made the large contributions to the wind band repertoire. Since 1990, the Asian 

Symphonic Band Competition, organized by the College of Music at Mahidol University, 

has set up rules and regulations stipulating that participating bands must perform at least 

one piece by a composer native to the country from which that band originates.24 As a 

result, the participating bands have commissioned composers to compose more wind 

band music for them. Narong Prangchareon is one of the composers who is frequently 

commissioned to compose wind band music for the participating bands. In addition to 

Narong Pranchareon, composers such as Kitti Kuremanee, Vanich Potavanich, Jinnawat 

Mansup, and Boonrat Boonyarattabhan have been commissioned to compose wind band 

music. Thus, these wind band events have contributed to the development of the wind 

                                                 
24 http://www.music.mahidol.ac.th/asbwec2004/symphonic.html (accessed May, 2014) 
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band medium in Thailand resulting in a substantial numbers of compositions, which has 

increasing the contemporary Thai wind band repertoire.
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A General Analysis of Chakra 

 The seven sections of Chakra are, in order of appearance: Chakra Three: Fire; Chakra 

Four: Air; Chakra Five: Sound; Chakra Six: Light; Chakra Two: Water; Seven: Thought; and 

Chakra One: Earth. The motivic material heard after the opening chaos is based on the following 

set of pitches, which cyclically hold the entire piece together. This set of pitches is based on the 

minor 2nd and major/minor 3rd intervals. 

 

 

 

 

 

 This pitch material was created from a set that can resolve to a C Major triad: 

 

 

 

 

The first theme appears in measure 19, performed by the trumpets and woodwinds.  

 

 

 

 

Figure 4-1 Melodic Material 

Figure 4-2 Main Pitch 

Figure 4-3 Main Melody 
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This melody is also heard in many small melodic fragments throughout the entire piece. 

For example, the brass chorale in measure 85 uses this pitch set:  

 

 

 

Another transformation of the thematic material appears in a different tonality. 

 

 

 

 

This theme appears in a double bass solo using the same pitches in a different key. 

 

 

 

 Harmonic progression in Chakra is also based on the same seven-note motive. The piece 

is not atonal, but it does not follow the strict rules of tonal music. The harmonic progression 

relies on horizontal lines to imitate the harmonic progression of traditional Thai music. The 

harmonies heard in the piece also reflect the pitch collection based on the intervals of the second 

and third. For example, the recapitulation of the main theme, presented by brass instruments in 

measure 231, contains the strong dissonance of the minor second: 

 

 

Figure 4-4 Brass Chorale 

Figure 4-5 Main thematic Material 

Figure 4-6 Solo Double Bass 

Figure 4-7 Main theme in minor seconds 
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 The prominence of rhythmic complexity is an important element in Chakra. The vertical 

hemiola of 3:4 is featured throughout the work. In the first section, “Chakra Three: Fire,” the 

composer uses the technique of polyphonic stratification to overlay two-against-three-against-

five subdivisions, in addition to rhythmic augmentation and diminution, to create a dense texture. 

There are sections that emphasize triplets and others that emphasize sixteenth notes.25 For 

example, rehearsal letter D highlights a continuity of triplets for a significant length of time 

before moving on to a different section. Toward the end of the work, both triplet and sixteenth-

note rhythms are combined to create rhythmic complexity in the 3:4 hemiola.   

The composer’s use of timbre is one of the most interesting aspects of this piece. The 

composer explores many of the exotic timbres that can be produced by wind and percussion 

instruments. One example is measure 158, where the tuba imitates a Tibetan Monk Chanting.The 

Thai gong imitates the sound heard in a Thai temple, then the double bass emulates the chanting 

of chanting monk.  

 In section four, “Chakra Five: Sound,” percussionists are required to use a string bow to 

produce evocative sounds on the crotales and suspended cymbal. A prepared piano is also 

required in this section. In section five, “Chakra Six: Light,” the timpanist rolls a suspended 

cymbal on a timpani with a pedal glissando, and a percussionist performs on a singing bowl.  

The effect of flowing water section six, “Chakra Two: Water,” is achieved with the woodwinds 

fingering their instruments soundlessly.   

                                                 
25 Wright, Michael Richard, Polyphonic Stratification in Traditional Thai Instrumental 

Music. Diss. 1968 
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The opening section is fanfare-like. The articulation and tone color of the brass 

instruments summons a congregation. A brass and saxophone choir with marimba ostinato 

imitates the singing of the congregation. The composer uses the Thai gong, prepared piano, and 

crotales to emulate Southeast Asian sonorities. Section four includes a solo instrument imitating 

the Thai classical singing style, complete with the embellishments of that melismatic singing 

style. A section of aleatoric music, pitting trumpets 1 and 2 against trumpets 3 and 4, portrays 

traditional Thai ceremonial court music. From rehearsal letter “L” to the end of the piece, 

Narong builds tension to the climax by adding melodic material layer-by-layer, playing with the 

sonic strata of the ensemble. Examples of musical elements such as those described above are to 

be found in a fascinating integration of Western and Eastern musical elements throughout the 

piece. 

Table of Analysis: 

 

Section Measure Event and Scoring 

Section 1   

Introduction 1–18 

The opening melodic material in the Introduction, 

using intricate rhythms, creates a texture of 

polyphonic stratification. 

 

Main melody 19–42 

The main melody appears in full in m. 19 in the 

trumpet and woodwinds; the horn and alto 

saxophone play the countermelody. 
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Section Measure Event and Scoring 

Closing theme 43–54 

The opening melodic material of Section 2 

returns at mm. 51–54 as the closing theme. 

 

Section 2 

55–84 

This is a transitional section with low woodwind 

ostinato as the motor rhythm. It features flute and 

low brass color in dynamic contrast (sfp–ff). 

Section 3   

Brass choir 85–106 

The main melody transitions into a section for 

brass choir, with the Thai gong eliciting the spirit 

of a Thai monk chanting in a temple. The 

marimba plays an ostinato to accompany the 

brass choir. 

Saxophone choir 105–126 

The brass choir melody is taken by the saxophone 

choir, and the tune from the Thai gong is 

transferred to the prepared piano. 

Closing theme 125–135 

A euphonium solo is followed by a solo bass 

clarinet, accompanied by marimba and the 

prepared piano to close this section. The tempo of 

this section remains the opening tempo of quarter 

note = 132, but the composer prepares the brass 

choir’s passage through metric modulation to a 

new tempo at m. 125 (quarter note = ca. 66). 
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Section Measure Event and Scoring 

Section 4  

Solo instruments 

136–184 

Solo instruments start with the highest-register 

instrument (piccolo) and pass to lower-register 

instruments, including oboe, bassoon, horn, 

trumpet, and double bass, accompanied by metal 

percussion. There is a brass transition at mm. 

155–158 before the Thai gongs begin 

accompanying the double bass solo. 

Section 5    

Interlude 185–194 
Aleatoric music between trumpet 1/2 and 3/4 

portrays Thai ceremonial court music. 

Transition 195–200 

Augmentation of a brass pyramid chord builds on 

the melodic material until a trumpet concludes the 

theme at mm. 198–199. 

 

201–230 

Low woodwinds play variations on the melodic 

material, featuring pairs of imitating instruments: 

contrabassoon with bassoon 2 and bass clarinet 

with bassoon 1. The timpani plays the same 

melodic material but in different rhythm. In mm. 

206–210 an oboe solo soars above the low 

woodwind texture until the soprano E-flat clarinet 

takes a turn at mm. 212–215; there is a three-

measure bridge in the flute at mm. 209–211 to 
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Section Measure Event and Scoring 

connect to oboe and soprano E-flat clarinet 

passages. The trumpet takes the solo role from the 

soprano E-flat clarinet, playing the original triplet 

melodic material at mm. 218–222; low brass is 

added to texture with the augmentation passage of 

melodic material at m. 227 and builds to the 

climax at m. 231. 

Section 6  

Final section 

Return of Main melody 231–266 

The main theme is presented in brass in m. 231, 

which contains the strong dissonance of the minor 

second; augmentation of the rhythm on both the 

main melody and countermelody, in a pesante 

style, ends the section. 

Section 7 

Coda 
267–291 

The main melodic material leads to a C Major 

triad. 
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Conductor’s Performance Guide 

Section One: Chakra Three: Fire; Introduction—Opening Section;  

Introduction—Opening Section: 
 
 The opening section is fanfare-like. The articulation and tone color of the brass 

instruments summons a congregation. Chakra’s melodic material is based on the following set of 

pitches, which hold the entire piece together. This set of pitches is based on the minor second 

and major/minor third intervals (Figure 5-1).   

 

 

 

 The Bass Clarinet, Bassoon, Contrabassoon, Baritone Saxophone, Trombones, 

Euphonium, Tuba, Piano, and Double Bass play the main melody (Figure 5-2).  

 

 

 

 

 

 

 

 

 

Figure 5-1 

Figure 5-2 



 30 

 Three main sonic strata have been created using the main melodic material heard in the 

opening of Chakra. 

1. Flutes, Oboes, E-flat Clarinet, B-flat Clarinets, and the Xylophone play the motivic 

diminution of the main melody (Figure 5-3). 

 

 

 

 

 

 

 

 

 

 

2. Trumpets in herald style imitate the sound of Thai traditional court music (Figure 5-4). 

The stopped horn, glockenspiel, and auxiliary are shown in Figure 5-5.  

 

 

 

 

 

 

 

Figure 5-3 

Figure 5-4 

Figure 5-5 
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3. Percussion reinforces the trumpet’s texture and creates specific tone color (Figure 5-6).  

 

 

 

 

 

 

 Those three sonic strata, which sounding simultaneously, create texture referred to as 

polyphonic stratification. The opening theme appears three times with a different number of 

pitches in mm. 1 – 5:  sixteenth notes on the first phrase to introduce the motive and eighth notes 

in the second phrase to present full main melody. Finally, Narong adds five more notes to create 

a cadence on the third phrase and finish the first sentence of the opening.

Transitional section to the first melodic theme: 
 

There are four levels of tension in the transitional section to the first appearance of the 

melodic theme and the first climax of the piece.  

1. The section starts with a “horn call” passage at mm. 5-7.  Then multi-tonguing technique 

in the trumpet performs the diminution of the melodic material, which begins the tension 

of the transitional section at mm.7-9. 

2. In mm.11-13, timpani and brass increase the tension with the trumpet motive. 

3. In mm.14 -16, the eighth-sixteenth-note motive in the woodwind melodic material 

increases the tension to another level. 

4. In mm.17-19, the quintuplet motive in woodwinds and the augmentation of the melodic 

material in the brass instruments raises the tension to its climax.   

Figure 5-6  
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 Each level of tension generates greater intensity in the music, and this builds to the 

release point at the first climax of the piece in m. 19, when trumpets, flutes, and oboes present 

the melodic theme.  

 The “horn call” passage, in mm. 5-7 (Figure 5-7), gives the signal to begin the 

transitional section in mm. 6-18 to the first melodic theme at m. 19.  

 

 

 

 

 Figure 5-7 
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 The woodwind instruments reinforce the tone color of the “horn call” passage by using 

the flutter tongue technique (Figure 5-9). Saxophones are added to the tone color of horns to 

supplement them with a sonorous alto voice (Figure 5-8)

Figure 5-9 

Figure 5-8 
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 Multiple tonguing in the trumpet with the diminution of melodic material initiates the 

tension of the transitional section at mm. 7-9 (Figure 5-10) with a background layer of 

saxophones, horns, trombones, euphonium, and tuba. Here the composer preferred multiple 

tonguing over flutter tonguing. 

 

 

 

 

 

 The use of all percussion instruments creates the effect of summoning a congregation. 

This idea was derived from Thai Court Ceremonial music (Figure 5-11).  

 

 

 

 

 

  

  

 

 

 

Figure 5-10 

Figure 5-11 
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 A second level of intensity is built in the transitional section before the first appearance 

of a melodic theme in the lowest-voiced timpani and builds, through the addition of higher voice 

instruments (the euphonium, trombones, horns, and trumpets), as a link to the woodwind 

instruments in the next phrase (Figure 5-12). 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 5-12 
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 The woodwind instruments tend to move up sequentially to higher voices with the same 

melodic material in a different rhythmic pattern is introduced in mm. 14-16, which builds tension 

to next level (Figure 5-13). 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Note: The variant of the melodic material played by alto saxophones 1 and 2 is the melodic 

qualifier to which the other woodwind instruments give balance. 

 

 

 

Figure 5-13 
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 In the last section, in mm. 17-18, before the climax, the quintuplet motive in the 

woodwinds and the augmentation of the melodic material in the brass, increases the tension, 

leading to the climax  (Figure 5-14).  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 5-14 
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Main Melody: 
 

The main melody appears in full in m. 19, played by trumpets, flutes, oboes, and the 

tenor saxophone as the first climax of the piece (Figure 5-15). 

 

Figure 5-15 

There are four main strata that take place simultaneously, beginning in mm. 19-31. 

1. The main melody is in the trumpets, flutes, oboes and tenor saxophone (Figure 5-16). 

 

 

  

 

 

 

 

 

 

 

Figure 5-16 
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2. The counter melody in the horns and alto saxophone is shown in Figure 5-17. 

 

 

 

 

 

 

 

 

 

 

3. There is reinforcement of the counter melody by the euphonium, tuba, and double bass 

in mm. 19-30 before euphonium takes up the melody at m.32 (Figure 5-18). 

 

 

 

 

 

 

 

 

 

Figure 5-17 

Figure 5-18 
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4. The variant of the melody in the clarinets, bass clarinet, and bassoons is shown in Figure 

5-19 A, and in the piano is shown in Figure 5-20 B. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Note: The timbral qualifier of this section is the brass choir with trumpets as the lead voice.  

 

 

Figure 5-20 B 

 

Figure 5-19 A 
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 The answering phrase of the main melody is in mm. 31-42. The timbral qualifiers now 

are in the high woodwinds with euphonium reinforcement, while the inner part of the woodwinds 

retain the variant of the melody along with piano (Figure 5-21, Figure 5-22). 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 5-21 
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Figure 5-22 
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Closing theme: 
 
 The opening melodic material of Section 2 returns in mm. 44–54 as the closing theme. It 

starts with bass clarinet and bassoons in mm. 44-50. In addition to the melodic material, alto 

saxophones, horns, and trumpets are added as a background layer (Figure 5-23).  

 

 

 

 

 

 

The contra bass clarinet, baritone saxophone, low brass instruments, and piano are 

added in mm. 51-54 to fulfill the texture for the closing of section one (Figure 5-24) 

 

 

 

 

 

 

 

 

 

 

 

Figure 5-23 
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Figure 5-24 
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Section two: Chakra Four: Air; transitional section 

 The transitional section, with a low woodwind ostinato as the motor rhythm, features 

flute and low brass in dynamic contrast (sfp–ff). Asian percussion instruments such as the 

bending gong and the small Thai cymbal were introduced into this transitional section. Narong 

uses this transitional section to introduce Eastern musical instruments and narrow the focus on 

the traditional Thai instruments after the integration of Western and Thai traditional musical 

elements have been effectively used in section one. The intervallic variation of the triplet motive 

around the pedal note A in the woodwind instruments creates the flow of this section: Chakra 

Four: Air (Figure 5-25). The intervallic variations of the main melodic material are used with a 

different character in the low brass, now as a conversational passage with the percussion (Figure 

5-26).  

   

 

 

 

 

 

 

 

 

 

 

 

Figure 5-25 

Figure 5-26 
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 Narong used the first seven measures of this section, mm. 55-61 (Figure 5-27), to 

gradually build tension to the chaotic moment at mm. 62-78, in which flutes finger their keys to 

sound like wind (moving air) for Chakra Four: Air (Figure 5-28).  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 5-27 
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 Figure 5-28 
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 After the climax of the chaos, the composer uses the last seven measures, mm.78-84, as 

the point of release to the holy moment of the brass choir of section three (Figure 5-29).  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 5-29 
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Section Three: Chakra Five: Sound; Western Harmonic Traditions 

 Brass Choir: 

 In this section, the main melody moves to the brass choir shaded with the Thai gong to 

bring out the spirit of a Thai monk chanting in the temple. The marimba plays variants on the 

melody as the dominant preparation to accompany the brass choir (Figure 5-30). 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 5-30 
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 The trumpet is added to fulfill the sonority of brass choir while the marimba continue to 

play variants as the dominant preparation (Figure 5-30). 

 

 

 

 

 

 

 

 

 

 

 Saxophone Choir: 

 The brass choir tune is taken up in the saxophone choir and the tune from the Thai gong 

is transferred to the prepared piano (Figure 5-32). 

 

 

 

 

 

 

 

Figure 5-31 

Figure 5-32 
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 Closing Theme of Section three:  

 The euphonium solo (Figure 5-33) is followed by a solo bass clarinet (Figure 5-34), 

accompanied by the marimba and prepared piano (Figure 5-35), to close this section. The horns, 

muted bass trombone, euphonium, crotales with metal mallet, bass drum roll, and sizzle cymbal 

join in the last phrase of the bass clarinet solo at m.132 as a bridge to next section (Figure 5-37). 

The pedal note G in the tuba, timpani, and marimba is dominant in the preparation to resolve to 

C at m. 136 as a cadence point.  

 The composer’s use of conventional Western harmony in section three is perfectly 

consistent from the beginning of the section until the last perfect authentic cadence, which ends 

section three (Figure 5-36). 

 The tempo of this section is still the opening tempo of quarter note = 132, but the 

composer prepares the brass choir’s passage through metric modulation to the new tempo at m. 

125 (quarter note = ca. 66).  

 

 

 

 

 

 

 

 

 

 

Figure 5-33 

Figure 5-34 

Figure 5-35 

Figure 5-36 
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Figure 5-37 
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Section Four: Chakra Six: Light; Featuring Solo Instruments 

 The instrumental solo section begins with the highest-register instrument, the piccolo, 

(Figure 5-38) and gradually moves to the lower-register instruments, including the oboe (Figure 

5-39), the bassoon in treble clef (Figure 5-40), the horn, the trumpet, and trombone (Figure 5-41), 

and the double bass, accompanied by metal percussion. There is a brass transition at mm. 155–

158 before the Thai gongs begin to accompany the double bass solo. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 5-38 Piccolo Solo 

Figure 5-39 Oboe Solo 

Figure 5-40 Bassoon Solo 
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Figure 5-41 
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 Beginning from m.158, the tuba imitates a “Tibetan Monk Chanting.” The singing bowls 

imitate the traditional sound heard in a Thai temple, with the double bass also emulating a 

chanting monk (Figure 5-42, Figure 5-43). 

Narong uses a double bass playing in a high register in the treble clef to imitate the Thai 

sor oo (Figure 5-44), accompanied by singing bowls, a vibraphone, and percussion until the end 

of the solo section. The embellishments in the solo double bass mimic the chant’s melisma. 

Therefore, the player should play in a melismatic style.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 5-42 
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Figure 5-43 
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At m.184, there is a one bar bridge in the percussion as a transition to the interlude 

section (Figure 5-45). 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 5-44 

Figure 5-45 
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Section Five: Interlude 

Interlude: 
 
 In mm. 185-197, the aleatoric music between trumpets 1/2 and trumpets 3/4 portrays Thai 

ceremonial court music (Figure 5-46), while the other four strata create a herald moment 

imitating the sound of the Thai ceremonial court ensemble. 

 

 

 

 

Closing theme: 
 
 Augmentation of a brass pyramid chord builds on the melodic material at mm. 195-198 

until the trumpets conclude the theme at mm. 198–199 (Figure 5-47).  

 

 

 

 

 

 

 

 

 

 

Figure 5-46 

Figure 5-47 
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Chakra Two: Water; Transition to the Final Section 
 Low woodwinds play variations on the melodic material, featuring imitation between 

pairs of instruments, between the contrabassoon and bassoon 2, and between the bass clarinet 

and bassoon 1 (Figure 5-48). 

 

 

 

 

 

 

  The timpani play the same melodic material throughout this section, but with a different 

rhythm (Figure 5-49). 

 

 

 

 In mm. 206–210, the oboes’ soli (Figure 5-50) rides above the low woodwind texture 

until the soprano E-flat clarinet takes a turn at mm. 212–215 (Figure 5-51) 

 

 

 

 

Figure 5-48 

Figure 5-49 

Figure 5-51 

Figure 5-50 
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 There is a three-measure bridge in the flutes at mm. 209–211 to connect the oboe and 

soprano E-flat clarinet passages (Figure 5-52).  

 

 

 

 

 

 

 The trumpets take the solo role from the soprano E-flat clarinet, playing the original 

triplet motif at mm. 218–222 (Figure 5-53). 

 

 

 

 

  

 In mm. 224-226, the flutes provide a four-measure bridge to the low brass’s 

augmentations passage (Figure 5-54). 

 

 

 

 

Figure 5-52 

Figure 5-53 

Figure 5-54 
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 The low brass add to the texture with the augmentation passage of melodic material at m. 

227 and build up to the climax at m. 231 to finish this section (Figure 5-55).  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

 

 Narong uses the low woodwinds and timpani’s motive as the core motive to connect the 

solos of the oboe, E-flat clarinet, trumpet, and low brass together, evoking the flowing of water 

to portray an image of “Chakra Two: Water.” 

Figure 5-55 
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Section Six: Chakra Seven: Thought; The Final Section; The Return of the Main Melody 

 The augmentation of main theme is presented by the brasses in m. 231, this time with the 

strong dissonance of the minor second (Figure 5-56). The counter melody is also augmented, 

creating a pesante style to end the piece. 

 

 

 

 The main sonic stratum of the strong dissonance of the minor second builds in in the 

tenor and baritone voices (the tenor saxophone, the horns, the trombones, and the euphonium). 

(Figure 5-57). 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 5-56 

Figure 5-57 
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 There are four additional sonic strata that are presented sequentially along with the main 

sonic stratum at mm. 231-246. 

1. The high woodwind instruments alternately play a diminution variant on the main 

melodic material (Figure 5-58). 

 

 

 

 

2. The motive of diminution of melodic material is presented with multiple tonguing 

techniques on trumpet (Figure 5-59). 

 

 

 

 

 

3. The melodic material appears in an eighth - note variant in the low woodwinds (Figure 

5-60). 

 

 

 

 

 

Figure 5-58 

Figure 5-59 

Figure 5-60 
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4. The melodic material appears in a quarter - note variant in the tuba, contrabassoon, and 

double bass (Figure 5-61) 

Figure 5-61 
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 All of the material from the opening section returns in a different texture to signal the 

return of main melody. This section features the integration of a Western music element, 

homophonic texture of the brass choir, and a traditional Thai musical element, polyphonic 

stratification. The timbral contenders at rehearsal letter “M” (mm. 231-245) are the first 

trombone and euphonium until trumpets anticipate the main melodic material at m. 245 (Figure 

5-62), leading to a brighter section at rehearsal letter “N” (m. 244), in which trumpets become 

the timbral qualifier. The trumpets and saxophones take over the main melody in parallel fourths 

to create a brighter contrast, when compared to the previous section (Figure 5-63). 

 

Figure 5-62 
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 Narong reaches the full polyphonic stratification texture at rehearsal letter “N” (mm. 244-

275), with the main melody played by the trumpets, oboes, and saxophones (Figure 5-63), played 

in parallel fourths. The oboe completes the sonorous color of the melody in the trumpets. The 

flutes, piccolo, E flat clarinet, and clarinets 1 and 2 play the diminution of main melodic material 

along with the right hand on the piano (Figure 5-64).  

 

   

 

 

 

 Figure 5-64 

Figure 5-63 
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The tuba, contrabassoon, and piano left hand play the augmentation of the main melodic 

material (Figure 5-65). There are two additional augmentation passages of the melodic material 

used as an echo effect. First, the baritone saxophone plays the augmentation of the main melodic 

material one beat after the tuba, contrabassoon, and piano left hand as the first echo of the 

augmentation passage (Figure 5-66). The second echo is in the bass clarinet and bassoons 

playing the augmentation of the main melodic material one beat after the baritone saxophone. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

Figure 5-65 

Figure 5-66 

Figure 5-67 
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An additional stratum is created from the main melodic material in the percussion 1-2 and 

the timpani. It is in triplet rhythm (Figure 5-68).  

 

 

 

 

 

 

 

 

 

 

The counter melody in the horns and clarinets 3-4 (Figure 5-69), which is also created 

from the main melodic material, fulfills the polyphonic stratification texture as the last climax of 

Chakra before resolving to a C Major triad at the end of the piece (mm. 286-291).  

 

 

 

 

 

 

 

Figure 5-68 

Figure 5-69 
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The climax is immediately released and slowed down at mm. 267, becoming the coda. 

Narong uses mm. 267-275 to decelerate the speed of the main melody in order to bring Chakra 

to a close on a C Major triad in the last nine measures. Narong used Chakra One: Earth: as the 

landing point of the coda to conclude the piece. The main melodic material leads to a C Major 

triad at m. 283 through placement of the tonic of triad (C) in the bass voice instruments, the third 

of the triad (E) in clarinets 3-4, and the fifth of the triad in the E-flat clarinet. The other 

instruments in the ensemble gradually change from the main melodic material, leading to a C 

Major triad at m. 289. From m. 289 on, Narong scored for the instruments to gradually disappear 

from the C Major triad until the last ringing tone of the piano and the crystal glass on the timpani 

end the piece (Figure 5-70). 
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Figure 5-70 
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Summary 

Narong Prachareon’s composition, Chakra, features the sounds of the modern Thai wind 

band. The integration of traditional Thai music with Western musical elements in Chakra 

exposes the essential characteristics of Thai wind band music to the world. Narong integrated 

Thai and Western musical elements in a appropriate ways.  For example, the texture of Thai 

polyphonic stratification is integrated with Western homophony, and polyphony in the style of 

J.S. Bach’s Art of Fugue. The combination of traditional Thai instruments with modern wind 

band instruments makes Chakra unique. 

 The influences on Narong’s musical style, which he received from his lineage, from 

Edgard Varèse through Chen Yi, are revealed in the orchestration of Chakra. His choices of 

percussion instruments are influenced by his contemporary composers including Joseph 

Schwantner and John Corigliano. The use of the double bass to imitate sound of the Thai sor-oo 

makes Chakra playable with modern instruments and also achieves the piece’s characteristic 

tone color. 

Many ensembles in the United State and Thailand have performed Chakra. The 

University of North Texas Symphonic Band, the Kasetsart University Wind Symphony, the 

UMKC Wind Symphony, and the Texas Tech University Symphonic Wind Ensemble, among 

others, have performed it.  
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Chakra is an excellent piece represent in the quality of the twenty-first century’s wind 

band repertoire. It embodies the character of new wind band repertoire with a Thai identity. The 

integration of traditional Thai and Western musical elements have converged to broaden the 

timbral spectrum of the modern wind band. It is a challenge for conductors to interpret Chakra as 

a work of art existing outside conventional Western theory. In addition, introducing Chakra to 

the wind band world will introduce traditional Thai traditional elements to international 

audiences.  

The work also fulfills the development of the symbiotic system of the Thai and Southeast 

Asian wind band medium, where the composer, conductor, ensemble, and audience share in the 

performance. Through Chakra, wind band conductors and performers throughout the world can 

experience the heritage of the wind band repertoire with Thai culture integrated into the medium.  

Finally, Chakra is both challenging to perform and musically rewarding to both the performers 

and audience. 
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APPENDIX 

A Chronology of Wind Works by Narong Prangchareon 
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A Chronology of Wind Works by Narong Prangchareon 

 
 

2006 Fata Morgana 

2007 Chakra 

2010 Presage 

2010 Namaskar for Wind Ensemble 

2010 In the Dark Cloud, Light 

2010 Mantras 

2012 Anatman 

2014 Lokuttara 
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