











precise number of players is uncertain, or when only certain types of
instruments are available (Panapongpaisarn & Kanchanahud, 2024, p. 5).
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Figure 1 Luenrit Fantasie 6 parts

From Figure 1, the composer initially created a 6-part composition
and subsequently categorized the instruments for each section, dividing them
into fundamental groups: Part 1 features soprano, Part 2 includes soprano and
alto, Part 3 is dedicated to alto, Part 4 encompasses alto and tenor, Part 5
highlights tenor, and Part 6 is designated for bassline. This takes into account
the types and number of instruments, as well as the performers, and ensures
that the arrangements are appropriately aligned. The dynamics of the different
parts are modulated to enhance the prominence of the main melody. This
flexible score challenges the composer but requires the conductor to skillfully
arrange the orchestra, fine-tune the overall sound, and execute the piece with
beauty and precision. In terms of the overarching concept behind the main
melody, the composer has introduced a new melody as shown in Figures 2
to 4.

Figure 2: Melody 1 of Luenrit Fantasie

In Figure 2, the main melody is established on the G minor scale by
the composer, utilizing the Eighth note and Quarter note groupings to impart a
distinct Chinese feel. This main melody is featured throughout different
sections of the piece and serves to conclude each segment.
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Figure 3. Melody 2 of Luenrit Fantasie

Figure 3, melody 2 serves as an expansion of the first melody
introduced in the opening section. This main melody resurfaces throughout the
song, concluding each section. It is further developed in various ways, utilizing
changes in rhythm and chords to evoke different emotions that align with the
essence of the first melodic line.

Figure 4 Melody 3 of Luenrit Fantasie

Melody 3 (see Figure 4) appears in section B, utilized by the
composer to depict two distinct passages of the song, grasping the vibrant
hustle and bustle of trade within the Luenrit community. Melody 3 has been
recognised for its unique syncopation and sequencing, making it a standout
musical element in every instance it is featured.

The structure of the song Luenrit Fantasie

The composition is structured using the Fantasia form, a free-form imaginative
style often infused with thoughts, dreams, and imagination (Pancharoen,
2021, pp. 126-1 27). The composer focuses on melodies inspired by
personal imagination. In contrast, the piece maintains a consistent 4/4 time
signature, the rhythmic pattern altered to evoke an engaging atmosphere.

The structure is achieved by reusing the main melody at the end of
each section. Ostinato repetition is particularly prominent in the percussion and
brass instruments. It is set in the G minor scale, utilising just five notes from
the Pentatonic scale that compose a Chinese melody which embodies the
Luenrit community. The structure of the song is as follows:

PGVIS 2025 Proceedings “Wonderland” e'{b | 55



Table 1: The structure of the Luenrit Fantasie

Sections Bar Details
Introduction 1-8 Presenting the main melody 1
(Introduction)
A 9-12 Expansion to develop the main
melody 2
13-16 Changing the feeling to be denser
in sound
17-24 Changing the feeling to be tight
and firm in rhythm
B 25-36 Presenting the main melody 3
C 37-44 Using a question-answer style
sentence
D 45-52 The return of the main melody again,

combined with the melody in section B,
but with more strength

Coda 53-60 Repeating the main melody as the
conclusion of the song
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Figure 5 Section A Bar 9-12, Luenrit Fantasie

In Section A, the composer has continued to enhance and develop the
main melody by utilizing Parts 1-3, which are performed softly from Bar 9-12
(see Figure 5). This choice effectively evokes the early morning atmosphere of
trading, as shops begin to set up their goods and prepare to welcome
customers. By employing the vocal range of Parts 1-3, the composer presents
a melody that builds upon the introduction, thereby reflecting the identity of the
Luenrit community through the theme that frequently appears in the
composition.
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Figure 6 Section A Bar 17-24, Luenrit Fantasie

In section A (see Figure 6), bars 17-19 exhibit a textural density
characterized by numerous running notes, significantly influencing the overall
sound and necessitating a greater volume in that range (Pancharoen, 2020,
p. 79). This section employs a more pronounced use of dynamics and accents.
Following this, Bars 20-24 again introduce the main melody from the
introduction, seamlessly transitioning into Section B, which features a distinct

melody.
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Figure 7 Section B Bar 25-32, Luenrit Fantasie

As shown in Figure 7, bars 25-28 form the transition into Section B,
introducing a distinct mood that contrasts with Section A. This section evokes
the vibrant hustle and bustle of commerce in the Luenrit community, driven by
the sixteenth-note patterns that create a tight rhythm. The use of syncopation
in Parts 3-6 contributes to a dense sound, imparting the impression of
increased tempo, even though the rhythm remains unchanged. Then, in Bars
29-32, there is an immediate shift in mood, characterized by only three vocal
lines, which lend a lighter quality and a more ethereal rhythm to the piece.
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Figure 8 Section B Bar 29-36, Luenrit Fantasie

In Figure 8, Section B, Bars 29-36 employ the repetition technique
between Part 1 and 2. There is an alternation between long notes and eighth
notes, creating a conversational quality reminiscent of the call-and-response
technique. This interplay between Part 1 (Bars 29-32) and Part 2 (Bars
33—36) conjures an atmosphere reflective of price negotiations between
buyers and sellers in the Luenrit community.
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Figure 9 Section C Bar 37-44, Luenrit Fantasie

Bars 37-44 of Section C (see Figure 9) employ the Variation
technique by altering the notes. The melody is introduced in the first phrase of
Bars 23-40, specifically in Parts 4-5, followed by a Variation in Bars 41-44
within Parts 2-3. Additionally, the continuity in this section can be analyzed
through imitation between the tones in Parts 4-5 and 2-3.
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Figure 10 Section D Bar 45-52, Luenrit Fantasie

Figure 10 illustrates that section D, Bars 45-52, features a return of
the melodies from Sections A and B, played simultaneously to conclude the
song. Parts 4 and 5 present the main melody from Section A, which symbolises
the identity of the Luenrit community amidst changing times. Following this
there is a transfer of the main melody to strengthen the harmony with Parts 2
and 3. In contrast, Part 1 presents the melody from Section B, which reflects
the continuous chaos of vibrant trade from the past to the present. The
intertwining of melodies between Parts 1, 4 and 5 creates a rich polyphonic
texture.
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Figure 11 Coda Bar 53-60, Luenrit Fantasie

Figure 11 illustrates the Coda (bars 53-60), where the melody links
back to Part 2 with a downward tempo, in contrast to the upward contrary
motion of Part 5. It is a melody that moves in opposite directions, when one
line moves up, the other line moves down, or vice versa, when one line moves
down, the other line moves up (Trakulhun, 2021, p. 13). It also features a
Fanfare style of playing in Part 5, returning to the introduction melody as the
final melody of this song.
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Conclusion

In summary, Luenrit Fantasie was composed as a flexible ensemble format for
the Luenrit Youth Wind Orchestra. The composition offers musicians a chance
to explore Chinese melodies and rhythms that reflect the multicultural identity
of the Luenrit community, blending Thai and Chinese cultures. The
contributions of youth in the community orchestra enhanced the song’'s
recognition, and the performance level is well-suited to the performers’ skills.
The composition aligns with the objectives of the Luenrit Youth Wind Orchestra,
which is to encourage collaborative performance skills among youth, thereby
further elevating their wind instrumental performance potential. It reflects the
community’s diverse identity, serves as a catalyst for creativity through musical
activity, enriches daily life, revitalises local communities, and stands as an
exemplary model for other communities seeking to establish youth wind
orchestras. The composition allows them to cultivate musical opportunities for
young people while celebrating their community’s songs.
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