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The aim of this thesis is to examine the melodic patterns and performing techniques of
Myanmar classical music based on the interview with musicians and my own learning and performing
experiences. Myanmar Classical songs, Mahagita were composed by court musicians in Konbaung era
(18th-19th centuries). There are various kinds of genres in Myanmar classical songs. Such as Cho,
Bwe, Tachingan, Patpyo, Yodaya, Dein Than are well-known genres and being performed nowadays. The
Mahagita performances had become less in early 20th century, but it has come to be played widely
since the So.Ka.Ye.Ti, the Myanmar Performing Arts Competition started in 1993. However, there
are only very few educational places to learn Mahagita and the preservation projects are also not
being performed adequately

Some research papers concerning with Myanmar Classical Music have been published already
such as the papers on the tuning system, the development and diffusion of the instrument and
lyrics collections and transcriptions of classical songs. They are useful for us to develop and
preserve Myanmar classical music in the future

In this thesis, based on the results of those former thesis, I would like to clarify the
words ‘Melodic patterns’ and ‘Playing techniques’ that have not been discussed sufficiently until
now. In this thesis I would like to focus on the ‘Melodic Patterns’ as the basic of Myanmar
Classical Music. Because I believe that to taste Myanmar Classical Music deeply, it is better to
know more about ‘Melodic patterns’ than ‘the tuning systems’. In this many years of my learning
experiences, I feel that there are those ‘Melodic Patterns’ as the basic of the performance of
Myanmar Classical Music. At first, it is to learn the simple melodic patterns and gradually, it
comes to learn the complex melodic patterns. Even if the basic of the melodic pattern is the same
musicians become to realize that there are a variety of the ‘variations’. When the musicians
acquire the variation patterns, they can draw them out at anytime they want and they can create
the new variations immediately.

Musicians learn the basic patterns and their variations as well as the technique of making
new variations. That is the “performance technique” which we call in this thesis. And I believe
this clarification process of ‘melodic patterns’ and ‘performance technique’ based on my own
experiences and interview with the current musicians will be helpful for the next music—generations
to taste the charm of Myanmar Classical Music

There are two points that I would like to clarity, the first point is: what kinds of

melodic patterns are there in various genres of Myanmar Classical Music and the second is: how to



employ them.

There are two parts in my thesis.

The relationship between the melodic patterns and Myanmar Classic Songs genres will be
explained in part one. The chapter 1 will approach on the explanation of the Myanmar Classic Songs
genres, melodic patterns and tuning systems based on the previous thesis. The history, structure
playing methods and learning process of Myanmar Harp will be surmised in chapter 2. The chapter
3 is about the tuning systems of Myanmar Harp, and the chapter 4 will explain about the
correspondence relationship of song genres and the melodic patterns of Myanmar Classic Songs,
especially on the genres called Kyo, Bwe and Thachingan.

From chapter 5 to 7 are included in part two. In this part, the performing techniques of
Myanmar Classical Music will be clarified, especially paying attention on the term ‘Han’ means the
performing style. In chapter 5, I would like to discuss in multilateral concept of the term ‘Han’.
I would like to examine how the term ‘Han’ has been using in everyday conversation, and how Myanmar
musicians aware of it based on the interview with them. The relationship between synchronization
and Han in performance will be examined by comparing with various genres of music in chapter b.
In chapter 6, based on the transcriptions, I would like to examine the communications which
include discrepancy between vocal and Saung Gauk parts in the performing processes. The chapter
7 will compare the performing techniques of Saung Gauk with Sandaya, Myanmar style piano and

examine the characteristics of the performance of Myanmar classicalmusic
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