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NOTE ON :ORTHOGRAPHY
The system of spelling Javanese and Indonesian words in this study

is, for the most part, the romanization used in Java since 1972. The

following is a guide to pronunciation.

Spelling Nearest American English Equivalent(s)
a 1. popular. 2. raw (only in final or penultimate

syllable of a morpheme in Javanese).

b bottle.
c hits (very close to hitch).
d dark (but dental; i.e., tip of tongue touches

back of upper front teeth).

d dark (but retroflex; i.e., tip of tongue toward
the back of the mouth--Javanese only).

e elevate.

& elevate.

é elevate.

f fate.

g 1. go. 2. (if preceded by 'n') singing.

: 3. (if at end of a syllable) similar to

blackboard.

h ‘ hic.

i . unique.

h ; adze (very close to ajar).

k 1. keep (but not aspirated). 2. (only at end
of a syllable) a glottal stop.

1 like.

m mix.

n not.



Spelling Nearest American English Equivalent(s)
o old {(but no final closure of lips).
P pan (but not aspirated).
T a rolled '"r'--more like Spanish *r' than
English 'r'.
s sun
t tan (dental; not aspirated)
t tan (retroflax)
u 'sggp
v between English fate and van, closer to fate.
w between English was and van, éloser to was,

but with less lip rounding.

y yoke

Some very recent publications substitute 'dh' for 'd' and 'th' for
't'; this use of 'h' to indicate the retroflex will probably become
more standardized in the future. Passages cited from publicatioms,
most of which appeared before 1972, usé several orthographic systems.
The 'c¢' in this study would have been represented 'tj' or 'ch' (the
latter in English language writings); the 'j' in this study would have
been represented 'dj'; and the 'y' in this study would have been

1

represented 'j'. Some scholars have chosen not to use any diacritical

LI )

' and '&' or

marks to discriminate between 'd' and '¢', 't' and 't', 'e
'é', The minor inconsistencies between scholars writing at different
times and for different readerships should not cause the reader of the

present study any difficulty.
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The spelling of the city 'Jogjakarta', used throughout this study

is one of many variants and is chosen since it most closely represents

the pronunciation.
despite the fact that it is usually pronounced as
'Jogjakarta',

Plurals in Indonesian and Javanese, when not

are formed by reiterating the noun.

'kursi-kursi' means ‘chairs'.

pluralization is used:

‘kursis’' means

For exawmple,
In this study,

"chairs®.

Its normal spelling currently is "'Yogyakarta',

if spelled

obvious from context,

*kursi’' means 'chair';

the English system of

Familiar Javanese (ngoko) is used rather than polite Javanese

(krama) except in instances where the krama word is normal. A glossary

of Javanese and Indonesian terms may be found in Appendix C.

BB
DR
gmb.
il1.
Ind.
Ir.
Jav.

1.h.

LIST OF ABBREVIATIONS

balungan beat
density referent
gambang
illustration
Indonesian

irama

Javanese

left hand

lit.

LLF

No.

R.R.TI.

Vol.

W.P.

literally

(a motif whose) lowest
tone is lower than its
final tone

number

right hand

Radio Republik Indonesia

volume

whole performance
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CHAPTER I

INTRODUCTION

Rationale

The impetus for this study was twofold: a seminar in Javanese
music taught by lardja Susilo at the University of Hawaii in 1972 and
a subsequent visit to Java in 1973 during which I studied Javanese
gambang performance. The gambangl is the only xylophone in the
Javanese gamelan (a set of predominantly percussion instruments).
Before 1973 I had become aware that very little had been written about
the gambang beyond a general description of the instrument and its
musié. During my second trip to Java in 1974, I discovered a modest
paper (Suparno 1973) dealing specifically with gambang performance.
The Suparno paper, that presents a substantial sampling of gambang
performance in transcription, is a valuable contribution. Suparno
ascumes of his readers considerable familiarity with both the socio-
cultural and musical contexts of the gambang. He is a Javanese musi-
cian writing for other Javanese: essentially, an insider writing for
other insiders. 'The existence of Suparno's paper, then, does not alter
the need for this study. As an 'outsider' to both the culture and its
music, I intend to offer a 'thorough introduction' (if such a coinage
does not seem paradoxical) to the gambang. This study is aimed pri-
marily at a readcrsﬁip’of outsiders, but I hope that it may be of use
and interest to insiders as well.

This study is based on two assumptions. First, an understanding

of an instrument and its music must begin with the understanding of



its socio-cultural and musical contexts. Second, an understanding of
its music necessitates transcription and analysis of musical perform-
ance. The two assumptions can be stated inversely: through an in-
vestigation of an instrument something can be learned not only about
the instrument, but also about its musical and socio-cultural contexts.
The primary concern of the study is to identify and describe some
features of the gambang and its music which the Javanese themselves

feel to be important.

Methodology

The research for this study was initiated at the“University of
Hawaii and carried out, for the most part, during two trips to Java:
the first for two months in 1973, the seccond for ten months in 1974
under the auspices of the East-West Center. I was fortunate to have
had the pre-field training in gamelan music performance and theory.
On both trips I arranged private lessons with recognized performers
enabling me to carry on extensive conversations with musicians con=
cerning musical practice, theory, and socio-cultural context. With
their consent, I.made tape recordings of these musicians playing com-
positions and demonstrating techniques on certain instruments. Much
direct musical communication was preserved on tape. The use of a tape
recorder during conversations seemed to make my teachers feel uneasy.
Therefore, I kept é hand-written journal, to which I referred for
further discussion and clarification.

I attended as many performances involving Javanese gamelan nusic

as possible, taperccording when permiscion was given. irect



observation of musical practice and related behavior provided stimuli
for in-depth discussions with my teachers. Since proper audience
behavior does not preclude conversation at performance, direct obser-
vation was often complemented by audience feedback, providing pers-
pective on the opinions and ideas of my informants. In addition, I
often attended rehcarsals during which Javanese gamelan music was
played and discussed by the musicians amongst themselves. These ex-
periences revealed that my tcachers' focuses of attention and their
ways of verbalizing about them to me in lessons and interviews typify
the indigenous viewpoint.

Most tape recordings were made with a Sony TC 55 cassette
recorder. Some performances and a number of single instrument examples
were recorded with an Uher Report 4400 using two Sennheiser MD 421
cardioid microphones. The corpus of compositions performed on the
gambang and transcribed in this study were recorded during June through
October 1974, using the Uher and Sennheiser equipment. The vocal and
rebab (spike fiddle) parts were recorded on the Sony TC 55. Each
recording used ip the corpus of this study was played back to the

performer for comments.

Informants

During my two trips to Java, there were three Javanese musicians
with whom I studied most intensively: Suhardi, Prajasudirja, and
Sastrapustaka. (Many Javanese are known by a single name.) This study
derives, in large mecasure, from hearing them play and talking with them

at great length about the gambang, its munical contexts, and Javancse



culture and society. Except where specified otherwise, when I speak
of 'my_informants', it is to these three men that I refer. A brief
biographical sketch of each is given below.

Suhardi was born in Jogjakarta in the late 1930's (he does not
know precisely what year). He became enamored of gamelan music at
about the age of four, when he frequently spent entire nights in the

company of a neighborhood musician who played for wayang kulit

(shadow puppet drama) which is accompanied by gamelan music. He pursued
his interest through his youth but despaired of making a living from
music. In the early 1960's Ki Wasitodipuro, who at tbat time directed
Javanese music at the government radio station, Radio Republik Indonesia
(normally abbreviated to R.R.I.) in Jogjakarta, heard him perform on a
number of Javanese gamelan instruments and offered him a full-time
position as a musician at R.R.I. Jogjakarta. Since then Suhardi has
gained wide respect in Jogjakarta as an impeccable musician and teachgr.
He was also invited to join the musicians of the Pakualaman court--
considered a great honor--where he now holds the rank of bekel. His
wife, who studied singing as his pupil, is one of the Pakualaman court
singers. |

Prajasudirja was born in Jogjakarta in the late 1910's (he does
not know precisely whatiyear) and studied gamelan music during
adolescence with a group of musical neighbors led by the Jogjanese
court musician Astakuswala. Prajasudirja became well-known in
Jogjakarta as a gamelan teacher in his early twenties and joined R.R.I.

in the late 1940's as a musician. He left this posjition in 1957 to

take a pensioned civil scrvice job because R.R.I. makes no pension



provision for its musicians. Shortly after the founding of two conser-
vatories of gamelan music in Surakarta (ASKI and KOKAR),2 he was invited
to teach at both institutions and continues to do so today. In
Jogjakarta, he teaches classes in Javanese music at two dance academies
(ASTI and KONRI)3 and at a conservatory of Western music (AMI).4 His
systematic apprrach to teaching both advanced students and beginners

has earned him a reputation as an excellent teacher.

Sastrapustaka, born in Jogjakarta in 1911, has been connected with
the life of the Jogjanese court since he was very young. The name
'Sastrapustaka' was given to him by the court in 1942 when he begah to
work in the court library. Before that time he was known as Atmahastra,
another court name given to him for his participation in court dances
during the 1920's and 1930's. Throughout his entire life, he has been
exposed almost daily to the gamelan music played in the court. In the
1930's he frequently performed gamelan music for radio broadcasts. His
years of experience working in the court library have made him a recog-
nized scholar as well as a noted performer of Javanese music. In

addition to his activities in the court, he tecaches gamelan music at

ASTI, KONRI, and AMI.

Research Setting

Java is the most populous of the many thousands of islands that
comprise the nation of Indonesia. Lying between the large island of
Sumatra to the west and the small island of Bali to the east, Java
forms roughly the shape of a rectangle, approuimately 620 miles long

and, . its widest point, 125 miles wide. Most of the island lies



within 6 to 8 degrees south latitude and 106 and 114 degrees east
longitude. The climate varies from place to place on the island, but
may be characterized generally as- tropical and humid.

Java supports two major culture areas, each with its own language.
The westernmost area is Sunda; its indigenous language i1s Sundanese.
Although‘the Sundanese inhabit one third of the island of Java, when 1
speak of the Javanese, I refer to the group of people with a common
language and culture who inhabit the rest of the island. The existence
of several dialects of the Javanese lénguage causes occasional diffi-
culty in speech communication between, for example, people from eastern
Java and central Java. Indonesian, the official national language, is
used for communication between members of different dialect and language
groups. This officjal language is increasingly prominent in publica-
tions and in the speech of younger Indonesians, but the normal language

of communication for any one area is still the regional language.

Historical Background

The Javanese have experienced contact with other cultures through-
out recorded history. The first major external influence for which
there is historical évidence came from the Indian subcontinent. Al-
though it is difficult to determine the time at which Indian influences
first began to be felt, it is certain that by the eighth century A.D.
they were significant (Legge 1964:27-28). During this century the first
Indian-Javanese kingdom ('first Mataram') arose, and important archi-
tectural monuments such as the Shaivite temples on the Dieng plateau in

central Java were constructed. From the rise of this first kingdom of



Mataram.until the fall of the Majapahit kingdom in the early sixteenth
century,'Hindu influence was the predominant non-indigenous force.
Another was Buddhism, particularly influential from the mid-eighth
century through the mid-ninth century. The architectural feats of
this period of Ruddhist supremacy include Borobudur, one of the most
remarkable pieces of architecture in all cf Southeast Asia.

Islam is reported in the Indonesian archipelago as early as the
end of the thirteenth century and was spreading through much of what is
now Indonesia before the beginning of the sixteenth century. With the
fall of Majapahit, Islam replaced Hinduism as the official religion,
at least at the court echelon. Today Islam remains the official
religion of the courts and the religion espoused, at least nominally,
by many Javanesc. However, relatively few adhere to the strict teach-
iqgs of Islam. Hindu-Buddhist and autcchthonous elements are contained
in the belief systems of many Javanese.

Scholars generally agree that the nature of culture history in Java
is syncretic. This may be seen not only in religion, but also in
language (for example, the numerous Javanese words of Sanskrit and
Arabic origin), and in other aspects of culture including the performing
arts. Syncretism does not imply the adopting of every outside cultural
trait to which there is exposure. There is, for example, no discernible
Indian influence in Javanese music styles, although temple carvings in
Java of Indian musical instruments suggest exposure to Indian music as
early as the eighth century. Perhaps syncretism has masked the Indian
musical influences from the investipating eye (and car) of scholars,

but it scems more probable that Indian music simply was not compatible
p ply



with the Javanese cultural context. In present day performance practices,
Javanese music and Indian music appear very different indeed.

The seat of power was in eastern Java from the end of the tenth
century until the end of the sixteenth century. The 'second Mataram',
an Islamic kingdom, arese im central Java at the end of the sixteenth
century. Tor over one hundred and fifty years, it ewercised power over
most of central Java, despite encroachment by the Dutch, who first

arrived on the island of Java in 1596.S

In the middle of the eight-~
eenth century, Dutch intervention in a dispute between the ruler of
Mataram (Susuhunan Paku Buwana II) 2nd his younger brother (Mangku Bumi)
precipitated the Third Javanese War of Succession.6 In 1749, the first
year of the war, Paku Duwana II died, ceding his kingdom to the Dutch.
Mangku Bumi continued to oppose the Dutch and their recognition of his
nephew (Paku Buwana III) as vassal ruler. The fiphting ended with the

reaty of Gianti in 1755, which divided Mataram into two vassal states.
Paku Buwana rectained the title ‘susuhunan' and nominal rule over the
eastern portion of Mataram, with his palace (Jav. kraton) in the city
of Surakarta (also called Solo). Mangku Bumi tock the title 'sultan'
and moved to the‘western portion of Mataram where he founded the city
of Jogjakarta (also called Jogja) about forty miles southwest of
Surakarta.

Another of Mangku Bumi's nephews, R. M. Said, also challenged him

for leadership. R. M. Said's acknowledgment of Dutch supremacy in 1757
gained him vassal rule over a portion of east Mataram (the principality

of Mangkunegaran). Half a century later, during the five years of

British rule (1811-1816), the principality of Pakualaman was formed



within the Sultanate of Jogjakarta, dividing Mataram into four areas,
each with its own nominal ruler.

l Fer a time after this, with real power in the hands of the Dutch,
the four nomirnal rulers devoted considerable time and resources to the
arts. Frequent land disputcs between Jogjakarta and Surakarta during
the nineteenth century are indicative of the animosity between the two
neighbors. This animosity cxtended to the vealm of the performing arts.
Even today, although the wumusic played in both areas scems almost iden~
tical to the uninitiated ear, there are many stylistic differences that
distinguish 'Solonese' musical style from 'Jogjanese'. The Mangkune-
garan and Pakualaman developed some of their own style characteristics
as artistic manifestation of their identities separate from either
Surakarta or Jogjakaita. Today the wusical repeirtoires of the four
areas have much in common, although the same composition may be treated
somewhat differently in cach arca. The most pronounced differences, and
the ones most talked about today, are those between Solonese and
Jogjanese styles., |

The arts flourished from the return of the Dutch to power in Java
in 1816 until 1942 when occﬁpation by the Japanese brought a disruptive
period in Javanese arts and difficult times for the people. The nation
of Indonesia was desclared at the end of World War II. The Dutch tried
to return to power in their former colonies but faced revolutionary
opposition which terminated with Indonesian victory in 1949, A center
for revolutionary organization was the Jogjanege kraton. The sultan
himself (Hamengku Buwana IX) contributed to the successful expulsion

of the Dutch. Jogjakarta repeatedly demonstrated its intoleranc: for
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Dutch colonial rule from the partitioning of Mataram im 1755 through
the revolution. Surakarta, in contrast, tended to acquiesce to colonial
domination. The louder, more forceful style of Jogjanese music may be

an artistic reflection of the two responses.

Social Setting

My intent below is not to describe Jogjakarta in distinction to the
rest of Java, but rather as an area typical of Java and familiar to me.

" The city of Jogjakarta is a center of Javanese culture. A recent es-
timate of the population is "over 400,000" (Williams 1974:12). It is
the capital of a small province, Daerah Istimewa Jogjakarta (lit. the
Special Region of Jogjakarta), whose 1212 square miles support a popu-
lation of 2,490,000 (McDivitt 1975:458). Thus, the average population
density of the province is 2054 persons per square mile. Indeed, peobdle
seem to be everywhere. Streeis are teeming with humanity; houses are
small, cramped together, and usually shelter far more people than a
Westerner would consider comfortable or even bearable. People live and
work in the constant company of others and manage to do so with a
minimum of external conflict.

Foremost in the value system is the importance of harmony in all
facets of life. Expression of personal opinions or feelings which
might cause embarrassment or anger is scrupulously avoided. Similarly,
if someone has unwittingly causcd another individual embarrassment or
anger, the latter will try to suppress any outward sign of his emo-
ticnal responsce. The ubiquitous smile, which causcs casual tourists

to conclude naively that all Javanese are 'happy with their lot', may



11

in fact.disguise a spectrum of emotions. By Western standards there
is very iittle violence. Intolerable situations, when they arise (as
they do in any society), are generally dealt with through indirection
or through a third party. I do not wish to overgeneralize. The
repeated military conflicts with the Dutch indicate that some situ-
ations may eveoke direct and forceful tactics. Social harmony (Jav.
rukun) is, nevertheless, highly valued. -To.this.end much social
behavior is formalized and patterned, with an elaborate code of verbal
and gestural etiquette (Jav. tata krama).

While aspects of social harmony are most visible to an outside
observer, complete harmony includes more. In comparison with the
rugged individualism characteristic of Western culture, - -Javanese are
often characterized as non-individualistic. Open competition for
individual glory is rarer in Javanese society than in the West, but a
sense of individuality is important nevertheless. As I found in con-
versing with musical informants and neighbors, harmony within oneself
and a sense of cncself is deemed essential to any type of action whether
it be communal or not.

The performing qf Javanese music is essentially a communal art.
The aesthetic norms for the playing of some instruments may allow for
little or no personal input or interpretation, while for others, some
individuality may be allowed or even required. Within this context,
two levels of 'harmony'7 are found. At the level of the total sound
fabric, even the instruments allowed individual latitude should not
disturb the unity of the whole. Thus, group harmony should not have

to be achieved by suppression of individuality, but rather by the
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understénding of how to manifest one's individuality unjarringly.
From the.Javanese point of view, anyone not in harmony with himself
will inevitably disrupt the harmony of the group and will be unable
to perform well as an individual.

The slamctan (a ritual communal meal) may be wentioned as an
example of the concern for keeping harmony with the spirit world, which
may affect one's life beneficially or adversely. 1In order to sponsor
a slametan, an individuzl must at first be at peace within himgelf--
in harmony with himself. He must be in harmony with his neighbors,
vhom he will invite to share in the slametan, thercby strengthening
his social bonds. While harmony with the spirit world is one purpose
of a slametan, then, other aspects of harmony are involved as well.

In setting the date of a slametan and such important rites of
passage as marriage and circumcision (which may entail slametans),
attention is paid to calendrical cycles as they relate to the indi-
vidual(s) involved. Before approving a proposed marriage, the parents
usually take into account the Javanese birthday38 of the prospective
couple in order to determine to what extent the marriage is likely to
be successful.9 ‘This reckoning involves a continuum from 'very
probable' to 'highly unlikely'. One of my informants, quite happily
married for six years, told me that there was "about an eighty percent"
positive fit betweep the birthdays of his wife and himself. This was
gvidently deemed sufficient for both sets of parents to grant approval
for the marriage.

The significance of thinking in a continuum, rather than in

absolute polarities, should be stressed since it is fundamental to



much of the Javanese world vicw. In contrast to the West, wherc such
polarities as good and evil, right and wrong, figure prominently in
thought and daily conversation, the Javanese tend to think and talk

of things within continuums. A person;s behavior may be called "apik"
(1it. good) or "kurang apik” (lit. not so good) or something in betwecn.
Evaluations of different wmusicians by my informants were invariably
couched in relativistic terms. Such comments ac "swaraad keplnak;
rebabané isih kurang" (lit. his wvoice is pleasant; his rebab playing

igc still not sufficient) and "karawitané cukupan" (Jit. his gamelan
playing is acceptable) were common. I never neard any musician refer
to another's playing as ''downright bad''--a comment often heard in
Western music circles.

Other continuums used in the judgment of actions and things zre
independent of a good-bad continuum. That is to say, one end of the
continuum is not automatically positively valued and the other negatively
valued. For example, the concepts of alus (usually translated as
"refined") and kasar (usually translated as 'coarse") are met with
frequently in the description of someone's appearance or behavior.
These are not necessarily two ends of the same continuum but are qual-
ities unto themselves. Some attributes of behavior, for example, may
be perccived as somewhat alus, and others as somewhat kasar. As a
standard of judgment, it is the appropriateness, in the context, of
the extent of refinement and coarseness which is important. Somewhat
kasar behavior in a situation where a prcdominﬁnce of alus behavior is
appropriate may well causc irritation; the reverse is usually less

offensive but is, nevertheless, inappropriate and may be humorou:.
’ prop
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In the realm of aesthetics, a dancer's movements or & musician's
playing is often evaluated in terms of these two qualities. It is
equally inappropriate for a musician to play in a refined style in a
context which is somewhat kasar as for a musician performing a very
alus composition to use an even slightly kasar style.

In a musical compesition and in a dance or dance drara, the
context and, therefore, the appropriate amount of refincment and
coarseness are to a great extent fixed by tradition. Situations arise
that have occurred countless times before. Instances of ambiguity in
Javanese music do occur and may reflect the presence of ambiguity in
life. Social interaction, like musical interaction, often involves
repetition of familiar situatioms, but not always. Thus, the appro-
priate behavior in some situations may be ambhiguous or interpreted
differently by different individuals. In both musical and social
ﬂinteraction, the range of choices in some situations is greater than
in others. The extent to which people agree on what to choose in an
ambiguous situation will determine the amount of 'harmony' (musical
or social) in the interaction.

Much of what has been said above may be summed up with mention of
the Javanese concept cocoglo (1it. appropriate, suitable, in agreement).
Certain behavior may be very appropriate (Jav. cocog banget) in one
situation but not so appropriate in another (Jav. kurang cocog). The
Javanese birthdays of my informant and his wife "cocog' about eighty
percent. Ideas held by one individual may be cocog in varying amounts
with those of ancther, or an cbject may be quite cocos to one individ-

ual but less so to another. Implicit in such thinking is the Javanese
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recognition that pecple are, and should be, different from one another
in their tastes and behavior. This means that 'cocog-ness' can be
achieved by resolving the problem of appropriateness in various manners.
Indeed, without this recognition, such a large--and inevitably diverse--
group of people living in such a small area could not hope to maintain
the great amount of social harmony which is so highly valued and which,

to a great extent, prevails.
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Notes to Chapter I

1Except where specified otherwise, the term 'gambang' is applied to
the xylophone of the Javanese gamelan. Foreign terms are underlined
and defined on first appearance.

2 . . . . , .
ASKT is the normal abbreviation for Akademi Seni Karawitan Indonesia,
and KOKAR for Konservatari ¥araw’ tan Indonesia.

3ASTI is the normal abbreviation for Akademi Seni Tari Indomesia, and

KONRI for Konservatori Tari Indonesia.

4 . . . . .
AMI is the normal abbreviation for Akademi Musik Indonesia.

5 .
Some Portugucse came before the Dutch, but their presence was felt
mainly on islands other than Java.

6See further D.G.E. Hall 1968:335-6.

This should not be misconstrued as 'harmony' in the Western wmusical
sense.

8See Geertz 1960:30-37.

9This practice is still widespread, but some of the younger and more

well-to-do Javanese are abandoning this in favor of a more Western
model.

oDictionaries normally spell 'cocog' with a final g, but is is usually
pronounced as if spelled 'cocok' (ending with a glottal stop).
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CHAPTER II

JAVARESE GAMELAN MUSIC

The kinds of musical activity in contemporary Java are diverse.
Cassette recorders blast Western and Indonesian rock music in many

stores and private homes. Radics broadcast orkés malavu (lit. Malayan

orchestra; combo music often from Jakarts or, as the name implies, the
Malayan peninsula), kronceng (indigenous folk wmusic, with acculturated
Portuguese influence), Americen jazz, and 50 on. Teenagers often £ill
the evenings strumming guitars and singing by the roadside. Yet along
with all these, Javanese gamelan wmusic has wide appeal.l It is impor-
tant to Javanese cultural identity and, thercfore, to an understanding
of contemporary Java. The Javancese refer to gamelan music as karawitan,
thereby distinguishing it from other fnrms of musical expression.

The karawitan discussed in this study is usually performed in the
context of uyon-uvon (a performance in which karawitan is listened to
and cnjoyed for its own sake). It is also an essential component of
wany Javanese performing arts, the most prominent of which are: wayang

kulit (shadow puppet drama), wayang golék (three-dimensional wooden

puppet drama), wayang Eggg'(dance drama witﬁ verbal ‘dialogue), sendratari
v(dance drama without verbal dialogue), ketoprak (a type of non-dance
drama), and beksan (dance).2 In addition, karawitan is becoming an
important aspect in worship services in some Christian churches. Gen-
erally, its function is not religious in the Western sense. However,
karawitan is attributed power which might be considered religious. In

b -

the context of slametans, karawitan is inteunded both as entertaivment
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and as a source of power in gaining harmony with the spirit world.
In addition, the instruments themselves may be considered sacred,
whether the function of the music played be purely entertainment,

purely religious, or a combination of the two.

Karawitan and the Coucept 'Art' Music

1 1

Whether karawitan should be labelled an 'art' music, as distinct
from 'pdp' music or 'folk' music, presents some problems.3 'Art' music
in the Western sense implies most, if not all, of the following: a
verbalized theoretical system, musical notation, formalized transmission,
a professional musician status, recognition of composérs, and appéal
to a minority elite. At present, karawitan exhibits some of these
features. First, Javancse musical theory is verbalized both in writing
and in speech. Several types of musical notation exist, although none
is used as extensively as in Westernm art music. Transmission may be
formalized. Processes of learning may include training at an educa-
tional institution, study with a musical friend, or may be based solely
upon (informal) observation. While many competent gamelan musicians
(niyagas) are not paid for their music making, there are some profes=-
sionals. However, no fortunes are to be made from such a profession;
those who choose ka;awitan as a profession do so primarily for love of
tbe music rather than for financial success.

The features Aiscussed thus far conform to a Western definition of
art music, but other features stand in contrast to that definition.
The composer of a particular gamelan compositicn 1is rarely known even

to karawitan scholars. The framzwori of ancnymity in karawitan invites
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comparison to folk music iu Western socilety.

The age of any composition is impossible to determine
because the question is wrongly put and irrelevant.
Within an oral [gis] tradition, no two perfcrmances
are ever alike. Each gamelan, or each director of a
gamelan, adds to or subtracts from the version from
which he learned. Certain stvlistic practices become
fashionable at certain times and in cerlain localities.

Thus a composition may develop distinczt differences
from one area to another over 2 period of time. &
piece is never fized, but invelved in a centinual
process of re-creation with every perisrrance, even
with every repetition. It ie this thot s mecaut by
the adage that within an oral [EEEJ rrocition, all
music is contemporary.
(Becker 1972:25-~20

As another contrast to the Western definiticn of art music, karawitan
éppeals more or less equally to all strata of cociety. The concept
'karawitan', theu, includes features of both art and folk musics in
the Western sense; it defies pigeonholing under Western clasgsification
schemes.

It is often said that a good niyaga is able to play all, or most,
of the gamelan instruments. Sucﬁ diversity is not expected in tradi-
tional evaluations of a Western orchestral musician. The use of
notation in Western tradition allows for a more fragmented approach to
the music; a Western violinist, for example, does not have to know all
the parts of a symphony in order to perform competently. Morcover, the
melodic ‘and rhythmic details in Western art music are usually prescribed.
In contrast, much of the musical material in auy one performance of a
Javanese composition is not completely fixed. Musico-social norms
shared by performer and listener determine what material is chosen from
vhat is technically possible. To make azcoptnilo choices for cach part,

the range of acceptable choices for all the other parts must be
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understood.

Such a description may imply that karawitan is improvised music.
Indeed, by some definitionms it‘could te characterized as improvised or
improvisatory. Given the many connotations of the temm 'improvisation'
and the problems of identifying just what musical events are improvised,
T fcel that the concept is not usceiul in discusscing ksrawitan.4 Avoid-
ing the term reflects the Javanese point of view since no term identical
to ‘improvisaticn' exists in Juvanese. The parts with low-level pre-
scription are played on instruments collectively referred to as

isdn=-isén (lit. having the naturc of 'filling in').

Having pointed out some of the inportant general aspects of

karawitan, I now turn to a more specific topic: the Javancse gamelan,

The Javanesc Gamelan

A number of types of gamelan enseumbles exist in Java today; only
the most frequentiy used type (herecafter referred to as gamelan) will
be discussed here. The word 'gamelan' has often been translated as
'orchestra', but the word refers to a collection of instruments, not to
the people who pléy them. ‘A musician who plays in a Western orchestra
is most likely to own the instrument he plays and take it howe to
practice; and if one player is replaced by anothcr, a different instru-
ment, possibly made by a different manufacturer in a different. country,
will usually be usea. A gamelan is a set of instruments which, under
normal conditions, are not separated from one another. Most instruments
of a gamelan are of fixed pitch and are tuned only to other instruments

in the particular set (gamelaun) to which they betoug. The tuning would
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most likely be incompatible with anothcr_gamclan. Decorative carving
and painting on instruments of the same gamelan employ a single motivic
scheme, making the set both visually and acoustically unified.

It is not unusual for a gamelan to be given a name and for this
name to be prefixed by the honorific title kyai (lit. teacher; used to
address Islamic religious leaders). The most revered gamelans are

given weekly offerings of food and incense. Until quite rcceatly,

o

stepping over auy cof the instruments in any gamalan was considered a
breach of etiquette, and even now it is strictly tLaboo to step over any

instrument in a revered gawelan.: Thus, there is respect shown to the

physical objeccts with which music is nade.

Tuning Systens

In current practice, two tuning systems are recognized by the
Javanese: Sléndro (five tones to the octave, forming nearly equidistant
intervals) and Pélog (seven tones to the octave, forming small and large
intervals). The most frequently used notation system, called kepatihan
notation, consists of numerical designations of the pitch degrees of
these two tuning systems. In spcaking or writing about karawitan,
either the numerical designations or a traditional system of terminology
may be used. The two are given below in Figurce 1. Of the traditional

terms, only lima and nem have numerical meanings ('five' and 'six

respectively).
The octave register of these pitch degrees is not normally discussed
in absclute terms by bearers of the tradition, but instead in terms of

the tessitura of a particular fnstrumenc. In tune kepatihon neration



numeral: 1 2 3 5 6
Sléndro

term: barang gulu dada lima  pem

numeral: 1 2 3 4 5 6 7
Pélog

term: bem gulu dada pélog 1lima nem - barang

Figure 1. Numerical and Terminclogicezl Designations
of Pitch Degrees in Sléndro and Péleg.

octave register is indicated by subscript and superscript dots. In this
system 'low six', 'middle six', and 'high six' are written 6, 6, and 6
respectively. The next lower or higher octave registér is indicated by
double subscript or superscript dots respectively (6 and 6). Octave
register is represented in this way throughout this study. Where octave
register is not specified, a numeral representing a pitch degree is
underlined (for example, pitch degree §).

Neither precise intervallic structure in cent measurements5 nor the
absolute pitch of the tones is standardized. Furthermore, &ithin a
single gamelan, whose range spans about six cctawves, intervallic struc-
ture may vary from one octave to another, agd octave intervals may be
stretched or compressed.6 The tuning of one famelan may be cocog with
some individuals but not with others. One of the gamelans whose tuning
seems to be cocog with many people is the gamelan at the radio station
R;R.I. in Surakarta. Based on pitch measurements of fixed pitch ins-
truments in the third highest octave register, the pitches and intervals
of this gamelan are given below in Figure 2. This inﬁroduction to
Javansse tuning systems provides background fcr rhe following discus-—

sion of the instruments that comprise a Javanese gamelan.
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Name of Tonec: barang gulu dada lima  nem barang
Sléndro Pitch (c.p.s.): 267 307 349 407 465 538
Interval (cents): 242 222266 231 252
. (‘octave' = 1213 cents)
Name of Tone: bem gulu dada pélog lima nem barang bem
Pélog Piteh (c.p.s.): 294 308 338 407 434 467 505 597
Interval (cents): 81 161 321 111 127 136 283
('octave' = 1226 cents)

from Surjecdiningrat et 1972:53-53.

ks

Figure 2. TFitch and Intervallic Structure of
the Gamelan at R.R.I. Surakarta.

Instruments:

A gamclan is considered complete if a sufficient number of instru-
ments of either Sléndro or Pélog is included, but some gamelans consist
of both Sléndro and Pélog instruments. When I speak of a 'complete
gamelan', I am referring to a gamelan consisting of a sufficient number
of instruments in both tuning systems. While some compositions may be
played in either tuning system, any one rendition uses only one tuning
system at a time. In 2 complete gamelan, a player of a fixed-pitch
jnstrument will have, in most cases, Lwo instruments at his disposal,
one Sléndro and one Pélog.

Numerous writings on Javanese music include descriptions of the
instruments that comprise a complete gamelan. Kunst organizes his
lengthy presentation (1949:135-243) under the categories idiophones,
membranophones, chordophnnes, and acrophones. Hood and Susilo (1967:

16-25) and Susilo (1967:12-57) choose to categorize instruments by
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function. The Javanese have many ways of grouping the instrumeats for
discussion. I have chosen one of the mofe frequently used groupings
which is based on the basic form and shape of the sound producing
materials and the method by which these materials are supported.
Except where specified, a complete gamelan conains two of each ins-

trument, one Sléndro and cne Pélos.

I. Knobbed gong instruments (gencon)

A. Suspended vertically (collectively callind gantungan).
Within this category there are threc typas of gonzs,
suspended vertically by means of string (klanté)from
a large wooden frame (gayor). -

1. The largest is great gong (gong agfeng), usually
referred to as gong.

2. The middle-sized is called either sivem or
gong suwukan. The number of siyems may be as
few as two or as many as nine. Usually there
are three or four.

3. The smallest is kempul. Usually there are from
six to ten kempuls.

B. Resting horizontally. The gongs in this category are
termed 'kettles' because of their more spheroid shape
in contrast to the vertically suspended gongs.

1. . The largest is kenong, which rests on criss-
crossing strings in wooden framecs (plankan). I
have seen as many as 14 in one gamelan, but ten
is considered sufficient.

2. Smaller and similarly mounted are vetuk (one for
each tuning system), kempyang (a set of two kettles,
used only for Pélog), and engkuk-kemong (a set of

two kettles used only for Sléndro).

3. A set of ten, 12, or 14 small kettles arranged in
two rows 1is called bonang.

a. The bonang w;th the larzest kettles is
bonang pancni o, cxolusive tn Joojakarta
and now rarely u.od. & ocomplote “umulan
need not include bonang pancmbung.
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b. The beonang one octave higher than bonang
panembung is bonang barung, frequently
referred to as 'bonang' or 'barung’.

¢. The bonang with:the gmallest kettles, one
octave higher than the bonang barung, is
bonang panerus.

IT. Keyed instruments (wilanan: lit. keys)

A. Suspended horizontally (collectively called geandér).
There are three types of gendlr in a cemplete gamelan.
Each ccnsists of selatively thin metal keys suspended
by string (pluntur) over individual tubular resonators
(bumbung).

l.

3.

Note:

The gend&r with the largest keys, numbering six or
seven per instrument, is gend@r panembung, usually
referred to as slenrom,

The gendér with middle-sized keys, usually numbering
13 or 14, is gend&r barung, usually referred to as
'gender'.

The gendlr with the smallest keys, one octave higher
than gendér barung, ‘is gend&r pancrus.

For reasons discussed below, a complete gamelan must
contain three 'gend&r barungs ‘and three gendar
paneruses (one Sléndro and two Pélog).

B, Resting horizontally.

l.

A set of six or seven thick metal keys resting on

-rattan padding (tawonan) over a trough resonator

(Qangkon), and “held in place by two metal rods
(plancak) passing through holes vear each end of
each key (collectively called saron). There are
three types of saron in a completc gamelan.

a. The largest is naron demung, usually referred
to as 'demung'.

b. The middle-sized, one octave higher than demung,
is saron barung, usually referred to as 'saron'.

¢. The smallest, one octave higher than saron
barung, is saron peline, vemnlly referred to
as 'peking'.
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2. A set of more than ten keys resting over a trough
resonator and held in place by pins passing through
a hole near one end of ddch key {(collectively called

gambang) .
a. Cambang gangsa has metal keys Like bonang

panembung, gambang gangsa 1is oboo]escent and
not essenticl for a complete gamelan.

b. Gambang kave, usually veferred to as gambang'

has woodeu keys

Note: There may be more than two gambsangs (kayu) in
a complete gameclan., See Chapter III for a
detailed description.

III. Stringed instruments (kawat: lit. string)
gawvac &

A. Spike fiddle. The only instrument in this category is
rebab, which consists of one string attached to the instru-
ment in such a way that two taut portions, independently
tunable, are available to rhe player. For this reason, it
is more often described as a two-stringed spike fiddle.
Complete gamelans frequently contain two rocbabs; but since
the strings are easily tunable, a single vchab is sufii-
cicnt and may be usaed for both Sléndro and Pélog.

B. Zither. There are two types of zithers; only one type is
necessary in a complete gamelan.

1. The larger (and more standard) is celcmpung. The
number of strings may be as few as 22 or as many as
26, which, except for the lowest one or two, are
arranged in double.courscs. Four legs, apparently
. Western influenced, support the resonating chamber
at about a 30 degree angle from the floor.

2. The smaller is siter, tuncd one octave higher than
celempung. A variety of sitear types exist. The
number of strings may be as few as ten or as many
as 26, arranged in ten to 13 courses.

Note: There may be cither two or three celempungs and/or
siters in a complete gamelan, for rcasons discussed
below.

IV. Wind instruments (scbulan: 1lit. blown)

A. End-blown bamboo flute {(suling). 7he term scbulan 1s
rarely uscd by the Javanese, since only one type of

aerophone is used in the gamelan.
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V. Drum instruments (izebukan: lit. that which is hit lightly.
Although other instruments of the gamelan are also 'hit lightly',
the term 'kebukan' refers only to the membranophones. One of
the non-musical meanings of the root 'kebuk' is "to slap [the
stomach] lightly" [Horne 1974:2¢5].)

A. Double-headed laced membrznophones (collectively called
kendang).

1. The largest is kendang gending.

2. The middle-sized is kendang ciblou, usually

referred to as 'ciblon' or batangan.

3. The smallest is kendang ka¢ipung, usuvally referved
to as 'ketipung'.

Note: A complete gamelan wmust include one of each of these.

B. Double-hezded tacked membrandphone (bedug). This instru-~

ment is found in scme of the best complete gamelans but by

contemporary standards is not considercd necessary.

Although other instruments are used in contemporary karawitan,
They are omitted from this discussion either because they are not part
of the gamelan proper, or because they are marginal to the tradition.
Strictly speaking, the voice is not an instrument, but is an essen-
tial medium in karawitan. Within the context of an orchestral composi-
tion (ggpding), there may be_a male chorus (gérong) and a female soloist
(pesindén). In one style, known as bedayan, a vocal part is sung by a

combined chorus of men and wowen.

'Loud' and 'Soft' Instrumentation

Two general categories of instrumentation may be distinguished in
Javanese performance practice: 'loud playing' (called soran in
Jogjakarta and bonangan in Surakarta) and 'soft playing' (called alusan

~n in Suralavuia). I ¢hoose to use these two

in Jogjakarta and xlomn
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English words since they are frequently used in discussing karawitan
in Englisi and are less confusing than direct translations from the
Javanese terms. The Javanese terms do not imply the dichotomy of the
English ‘loud’ and ’'soft’. 'Soram' derives f{rom the Javanese sora
(1it. loud); 'bonangan' derives from the instrument type 'bonang' and
implies that the bonangs are featured. ‘'aAlusan' derives from "alus'
(refined). The derivation of the word 'klenéngan' is not gencrally
agreed on, but it docs not derive from any werd meaning 'soft'. In
Surakarta, 'klenéngan' may refer to an informal gamelan concert
(usually featuring soft playing). Sometimes the word ngajengan (lit.
that which is in front) may refer to the soft playing instruments, due
to their usual placement in front of the others (Susilo 1967:8). Until
recently Jogjakarta has been known especially for its lcud playing and
Surakarta for its soft playing, but a performance in either city now
usually includes some of each.

Normally, there are more instruments sounding in soft playing than
in loud playing. In addition, soft playing usually features the voices
(géreng and pesiq@én), which are usually silent in loud playing. In
the figure below, the instruments which may be used for loud playing
are listed on the left. For soft playing, all of these may be used,
but the instrumenCS‘listed on the riche (all of them silent in loud

playing style) are featured.



Instruments Used
Loud Playing

gong ageng
siyem

kempul
kenong

ketuk
kempyang
enckuk~-kemong

Instruments Featured

Soft Playing

gendér (barung)
gendér panerus
gambang (kayu)
rebab
celenpung
siter

suling

in
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bonang pancmbung®
bonang (barung)
bonang pancrus
slentem

(saron) demung
saron (barung)
(saron) . peking
‘pambang gangsa¥®
kendang gending
(kendang) ciblon
(kendang) ketipung
bedug* *rarely used

Figure 3. Loud and Soft Instrumentation.

Four Important Javanese Musical Concepts

Four concepts I believe to be basic to the understanding of kara-
witan performance deserve discussion: balungan (a melodic outline),
patet (a modal construct), bentuk (macro-structure) and irama (micro-
subdivision). These arc ccntral to the gending reperteire, which
comprises most of the kavawitan currently performed and from which the

corpus of this study is selected.

Balungan: Melodic Outline

English renderings of the term 'balungan' are numerous. Most

notable arce 'nuclear thoewe', 'centsal wmelody’, o

s

incipol melody!',

‘saron part', and 'fixed melody'. Uutch writers have referred to the
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balungan as 'kern-melodie' and 'cantus firmus'. To some extent all
of the above translations are correct, but they may be misleading.
In everyday Javaneses language, balungan means 'frame' or 'skeleton'.
The root 'balung' means 'bone'. The framework for a house is called
'balungan', as is the outline of a story (Horne 1974:53).

In the performance of a geuding by a complete ensemible (excopt
in one style, rarely useds), at least one, and usually three, types
of instruments sound tac balungan: savom barung, demung, and slentom.
In performances with a completc gamelan, seven instruments (four saron
barungs, two demungs, and one slengcm) may sound the balungan. There-
fore, the label 'saron part' is insufficient.

For many gendings, more than one version of the balungan may be
known. In a single performance of any goending, the balungah part is
fixced so that the players of the instruments that sound this part
(hereafter referred to as 'the balungan instruments') play the same
version. Thus, there may be justification in calling the balungan a
'fixed melody' or 'cantus firmus', but these terms imply only one
‘correct! version of the balungan for each gending. The particular
version chosen for a performance depends on thch vercsion is cocog to
the performers.

By the definition in the Marvavd Dictionavy of Music, the balunga

can be called a melody: "In the broadest semse, a succession of

musical tones..." (1969:517). In terms of perception, however, it is
contestable whether the balungan is always heard as the principal or
central melody. It seems, frow remarhks by m Inlormaats, that it may

often be perceived, as its general meaning suggests, as an outline for
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other melodic material--particularly in contexts where the succession
of balungan tones is very slow. (The time interval between balungan
tones may be as much as ten seconds in the performance of many
gcngings.g) Hence, the labels 'principal melody', 'central melody',
and 'kern-melodie' are inappropriate. Even though Becker chooses to
analyze the balungans of a large uumber of gendings in her discussion
of the modal construct 'patet', she makes her resder aware that it is
not necessarily the most prominent or most important part (Becker
1972:205).

One of the most significant features of the balungan instrumecnts
is their limitation to a single octave. In Pélog this octave is open
(1,2,3,4,5,6,7). 1In Sléndro it is closed (l,2,3,5,6,i) and may include
a lower 6 (hence, §,1,2,3,S,6,i). The § is not found on Jogjanese de-
mungs or saron barungs and only on some Jogjanese slentems. In
Surakarta it is standard on all three types of balungan instruments
but, to my understanding, does not figure prominently in the playing
of these instruments when they are sounding only the balungan. It thus
seems justifiablg to characterize the balungan, when manifested on
these instruments, as a single-octave phenomenon. Though together the
balungan instruments‘cover a range of three (or slightly more than
three) octaves, my informants point out that the balungan is tailored
to the single-octave'instruments on which it 1is played.l

As discussed, the concept 'balungan' may be defined as a single-
octave melodic outline, almost always realized on one or more cf the

balungan instruments.
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Pagct: Macdal Construct

'Patet'--usually tramnslated as mode~--is a complex concept which
eludes precise definirion despite numerous attempts by musicians and
scholors. Rather than making yet emether attezpt at a definition, I
offer a diczussion of the patet concept.

In cach tuning system three patets axe gonerally recognized:

Sléndro patets Nem, Sanga, and Manyura, and Pélog patets Lima, Nem,

4

;. Each gending is said tc be in ome patct. Classificacion

3]

Paran

and

by parot is, to a considerable extent, besed on intuition and f{eeling,
a condition which vields occacional diffcrences of opiaion from cne
musician to another concerning the patet of a particular gending.
Cascs of ambiguity, some of thew discussed below, do not make the task
of defiring patet any easier, but may indicatsz that the patet concept
orerates within continuums.

Two major systematic investigations of the musico-technical
nature of patet are the studies by Hood (1954) and by Decker (1972),
both of which investigate melodic contour as an indicator of patet.
However, the findings of neither study ccipletely define all aspects
of the patet concept, perhaps bzcause their focus is limited to the
balungan (which is the part most readily available in notation).
Becker surmises, quite correctly I believe, that patet is implicit in
other parts besides the balungan: 'melodic patterns, their pitch level
and their position within the formal structure of the composition all
relate to the patet of the piece in questioa' (Becker 1972:204-5).

-
H

. L . , _— A R T ,
Conronts wnrde Ly my informantg and some Joitest WITLTLTS indicate that
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Sumarsaﬁ explain some of the multi-octave features of gendédr playing in
relation.to patet (McDermott and Sumarsam 1975). A thorough investiga-
tion of this aspect of patet would be a lengthy and arduous task. My
purpose here is to present some important information on the concept of
these patets, bearing in mind that much is yet to be learned before a

concise definition of patet may br posited.

Sléndro Patect leom

Each of the three Sléndro patets is associated with a stage in the
human life cycle.ll Patet Nem is associated with childhood, the first
stage, where the personality is not clearly formed--where idiosyncracies
ére not permanently set. Suhardi describes patet Nem as the most
awkward (for performer and listener), just as a child is awkward in his
social behavior. In musico-technical terms, my informants said that
patet Nem is largely a combination of the other two Sléndro patets

(Sanga and Manyura) and is often ambiguous in the feelings it arouses.

Gendings in patet Nem are described by my informants as durung gembira
(1it. not yet happy), by which they mean that the'feelings arcused are
neither happy nor said, but too ambiguous to be strongly either. Im-
plicit in the word 'durung' (1lit. not yet) is the association with the
humﬁn life cycle; 'later' (that is, in patet Sanga and patet Manyura)
feelings will be stfonger.

Onc important indicator of patet discussed by my informants is the
final tone of a gending. Cadential formulas, as emphasized by Hood
(1954) and considered along with other formulas by Becker (1972), are

not norrally discussed; perhaps to my ia’»>rmantz tiw final tone implies
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the formula(s) leading to it. 1In their discussions with me, they iden-
tified tone 2 and tone 2 as the most characteristic gending finals for
patet Nem. Tinals 6,5, and 3 are also frequent, they said. The
register was specified. Since each of the baiungan instruments is
limited to a single octave, the register of the final is manifested

on multi-cctave imstruments, particulariy rebab and gambang. In the
case of final 6, for example, the balungan instruments, cach in its

own tessitura, sounds tone 6, while multi-octave instruments sound

tone 6.

In each of the Sléndro patets, one of the five pitch degrees of
the Sléndro tuning system is identified as the most foreign to the
patet. Hood has coined the term 'enemy tone' to refer to these
(Hcod 1954). My informants do not use the Javanese word for 'enemy'
for this concept but the word asing (lit. foreign). However, since the
'enemy tone' concept has already gained popularity in the English
literature on Javanese music, I have chosen to speak of 'enemy pitch
degree', (or, when clear from context, 'enemy degree' or 'enemy')
maintaining the established 'enemy', but substituting 'pitch degrce'
for 'tone! since the concept is not registcf—spccific, In patet Nem,
the pitch degrce normally identified as the enemy is degree 1. I know
of no gending in Sléndro patet Nem whose final is degree 1.

However, due to the ambiguous character of Sléndro patet Nem, the
encmy degree may be emphasized in other ways. Tor example, in discus-
sing the usc of kempul for gendiungs in patet Nem, Susilo points to one
musico-technical source of such ambiguity, "Here, then, we find a

contrastive principle: reinforce the enemy tone in order to weaken the



sense of modaliry, rather than avoid it in order to strengthen that
sense. . Yet if we take 'ambiguity' as a characteristic of the sense of
modality in patet nem, the two principles are reconciled" (Susilo

1967:17-18).

Siéndro Patet Sanga

Patet Sanga is associated with the second stage of life, maturity
(adolescence to about age forty, according to Schardi). Most gendings
in this patet are gcmbira (happy), pernés (appealing, light~hearted),
or gedih (scad). The use in the vocal and rebab parts of flattened
tones, unavailable on the fixed-pitch instruments, is identified by my
informants as the musico-technical source of sad feelings, in much the
same way that sadness is ascribed by many Westernmers to the minor third
and sixth degrees. In patet Sanga it is frequently the pitch degrees
3 and 6 that are flatted. Wiether this is mere coincidence or evidence
of syncretism with the West is not clear. Javanese use the term minir
(presumably from the Dutch ard English "minor") for this practice, but
it may be only the term that was borrowed. An indigenous term barang
miring is often used for this same practice,‘although my infgrmants
differentiate the two terms. Minir is a flattening of Sléndro tones,
while barang miring implies a Sléndro-bascd tuning system (for voice and
rebab) using some Pélog intervals. It is more difficult to point to
anything specific in the gendings which make them happy or light-hearted,
rathcr than sad. 1 suspect that association with performance contex
contributes greatly to the feeling a particular gending elicits.

The most charactervistic {inzl in patet Sanga is tecane 3. Other

frequent finals are 1 and 2, but it is final $ that is felt to be the



most satisfying and complete. In fact, according to Suhardi, the clas-
sification of Gending Bondét in Surakarta as Sléndro patet Sanga rather
than Sléndro patet Nem (its usual Jogjanese classification) is based on
the fact that the final tone of each major section is 5. In both
regional traditions, however, it is acknowledged that this gending does
not fit clearly into either categ.ry. Positing a continuum between
patet Nem and patet Sanga, then, Gending Bond&t falls near the middle
and is ambiguous with respect to patet. Gendings ending on tone 2,
my informants tell me, are felt to be 'durumg rampung’' (lit. not yet
finished) and not as unequivocably happy or light—has;ted as the
gengings without minir that end on 3.

The enemy pitch degree in patet Sanga is clearly degrec 3. Com=
pared to degree 1 in patet Nem, degree 3 in patct Sanga is less often
featured. In contrast to patet Nem, patetf Sanga is not characterized

by ambiguity.

Sléndro Patet Manyura

Patet Manyura is associated with the final stage of life, middle
and old age (age forty and older, according to Suhardi). ~Gendings in
this patet, like gendings in patet Sanga, may be happy, light-hearted,
or sad; but in many gendings the feelings are less pronounced than in
patet Sanga.

There is a musico-technical explanation for this; patet Manyura
may resemble patet Nem. Becker (1972) finds a marked similarity
between patets Nem and Manyura based on balungan contours. Suhardi
rentiens the similarity of these two patats wiiti respect U0 gending

finals: tones 6 and 2 are frequent finals in both patets. He



distinguishes the two patets not by extra-musical associations but pri-
marily by musico-technical criteria. Given that patet Nem involves a
mixing of Sanga and Manyura elements,_Suhardi chooses to classify
Gén@ing Majemuk, for example, as patet Manyura. Most Javanese classify
this gending as patet Nem because of its association with wayang knlit
(see below), but many of the nusi.ians I interviewed acknowledge. that
it is strongly Manyura. Again, I feel a continuwn may be posited
between patet Nem and patet Minyurae, with Gending Majemuk falling near
the middle.

‘McDermott and Sumarsam mention ambiguity between patet Sanga and
patet Manyura: 'two paget{s] that often resemble one another..."
(1675:238). While they may be correct at the micryo-level, I know of no
ambiguity between these two patets in labelling the patet of a wholie
gendiny, and it is at thic level that the concept is usually applied.
I do not believe that there is a continuum between patets Sanga and
Manyura; ambiguity between the two suggests patet Nem.

The most characteristic final in patet Manyura is tone §. Other
frequent finals are 2 and 3. Subardi identifies tones 6 and 3 as the
most comfortable and satisfying patet Manyura gending finals. Gendings
in patet Manyura with final 1 are rare and, according to Suhardi, do
not leave the listener with a feeling that the gending is really
_finished.

The enemy pitch degree in patet Manyura is clearly degree 5 which,
like degree 3 in patet Sanga, is rarely featured. My informants point

to the avoidance of degree 5 in patot Manyura as cne important distine-

{

tion betrween patet Manyura and patet Hemn.
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$léndro Patets and Wayang Kulit

In the context of drama, particularly wayang kulit, the patets
used are of great importance. A wayang kulit performance usually begins
around eight or nine o'clock in the evening and lasts until dawm. The
‘wayang kulit night' is divided in threc periods, each corresponding to
one of the Sléndro patets and rep:esenting micreocoemically the human

life cycle. Most publications on the subject lizt the division as

fellows:
Sléndro patet Nem from beginning of performance to midnight
(ca. 8:00 to 9:00) (12:00)
Sléndro patet Sanga from 12:00 to 3:00

Sléndro patet Manyura from 3:00 to dawn
(ca. 5:00 to 6:00)

During the first period, most--but not all--of the karawitan performed
is in Sléndro patet Nem; in the second period it is mostly in patet
Sanga, and in the third mostly patet Manyura. Having become quite
familiar with this scheme before travelling to Java, I was surprised to
find that none of the wayang kulit performances I attended (in Jogja-
karta, Surakarta, and surrounding villages) fit thic scheme precisely.
Conversations with my informants confirmed my observations that “the
times for changing from one patet to the next are not as fixed as
publications imply.'

As Suhardi cxpresses it, a change to patet Sanga should not come
before 12:00 and not much after 1:30. During the performances I wit-
nessed, the change to patet Sanga usually occurred around 1:00--well

within the range of acceptability. Similarly, i« ohzags to natet
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Manyura, according to Suhardi, should occur sometime around 3:00.and
not too much after 4:00. A performance I attended in which patet
Manyura was not initiated before 4:30 was, in -Svhardi's wind, a.little
late but not a serious error. It is the puppetcer (dalang) who effects
the change from one patet to another. In most of the performeonces I
attended, the dalang had a cleck Ly his side; presumably he could have
changed patet earlier had he wanted to. The flexibility in time of
patet change notwithstending, the sequence Nem-Sanga~Manyura is main-
tained for wayang kulit performances. TFor uyon~uvon several schemes of
time association cxist but, in my experience, are not followed in

practice (and are therefore omitted from this discussion).

P6log: Pem and Barang

Pélog is a heptatonic:tuning systen but is often spolicn of as two
overlapping pentatonic systems with awriliary tones. .One is Pélog Dem,
in which 1,2,3,5, and 6 are the essential five pitch degrees and 4 and
7 are auxiliary. The other is Pélog Barang, in which 2,3,5,6, and 7
are the essential pitch degrees and 4 and 1 are auxiliary. The penta-
tonic orientation within the heptatonic Pélog is rcflected in the
instrumentation of a complete gamelan, which must include a gend2r
barung Pélog Bem, gend®r barungs Pélog Barang, gendér panerus Pélog Bem
and gend2r panerus Pélog Barang, cach with only five tones to the
octave. Ideally thére are two gambangs and two celempungs in Pélog as
well. If there is only onc of each, the available tones within one
octave at any given tiwme will correspond only to Bem or Barang. The

other tuning is cbhtained by an excuange ¢f “ovs {covnean) on the
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gambang and by retuning the celempung. The full range of these differ-
ent instruments varies; the following represents a portion of any of

these within its ovn tessitura:

Pélog Beu: ...1 2356 L 2 3...
Pélog Bzrang: ...7 2 33 67 2 3...

This important diffecrence between Sléndro and Pllog has led Susilo
to postulate’(oral comuunication, 1975) that there are really three
tuning systems in contemporary Javanese music: Sléndro, Pélog Bezm, and
Pélog Barang, each essentially pentatonic and each with its own charac-—
ter and modal subdivisions. This is an important observation and
correlates with a discussion I had with Sastrapustaka concerning feclings
associated with karawitan. He talked of different feelings arouzed by
() Siéndro, (b) Pélog Bem, and (c) Pélog Barang. The standard division
of Pélog (as a single heptatonic system) into patets tends to obscure

this more fundamcental division of Pélog into two pentatonic systems.

Pélog Patet Barang

The most casily identifiable Pélog patet is patet Barang, which
features pitch degrees 2,3,5,6, and 7, with 4 and 1 as auxiliarijes.
In fact, all the compositious for which the Pélog Barang tuning is used
(in playing gender barung, gend@r panerus, gambang, and celempung) are
designated as patet Barang. Yet, my informants all point to two general
types of Pélog patet Barang, which they differentiate in discussion by
the final tones of the gendings. Gendings cndiﬁg on tone 5 are charac-
terized as nglangut (lic. removed, far off) and able to make people

trenyuh (lit. touched, moved). The morc f[rcquent final 6, they
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acsociate with happier feelings, but not as purely happy as the feelings
in some gendings in Sléndro patet Sanga.‘ Both 6 and 5 are considered
'comforiable" finul tones. Becker (1972:167 points out the frequency
of final pitch degree 2, which I did not discuss with my informants.
Some Pélog patet Barang gendings 2nd on 7, which, like 1 in Sléndro

patet Manyura, Suhardi feels te bi 'duruang rampung', buf more coufort-

able than ending on tone 1 in Sléndro patet Manyura.

Pelog Patet Nem

The area of greatest confusion in discussing patet is what may be
called the Pélog Bem tuning system. Becker says that "Pclog Patet Bem

is the Jegjanese term for those pelog modec using the scale tones

(]

NZ). All the

e

i.e. Patct Lima aand Patet Nenm...'" (Beckor 1972

12356,
musicians with whom I conversed recognize both patet Lima and patet Nem
(Péleg) and do not corsider Bem a designation of patet. However, I
found sone gendings classified as Pélog patet MNem by one musician and as
Pélog patet Lima by another (for example, Gending Mayangsari, Gending
Logondang, Ketawang Ibu Pertiwi, Ladrang Tirtakencana). Some musicians
distinguish another patet within the Pélog DBewm system, called either
Pélog patet Manyura or Pélog patet Nyamat. intcrestingly, some gendings
reported by Kunst (1949:89) to be classified as Pélog patet Manyura are
novadays classificd as PClog patet Nem (for example, Randu Renrir,
Ayun-ayun).

The former distinction between P&log patet Nem and Pélog patet
Manyura seems to be disappearing in the standard system of classifica-

: | S PR S, . 1 TS L. . N AR 2 Y- T R g s ey de
tion vul Cliors ace aiffevent tyres of Pélos ravot Now curivently
> J: R : J
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recogniécdh Suhardi chooses to refer to some gendings in patet Nem as
'Mauyura; type (like Sléndro patet Manyura, but realized on the Pélog
Bem scale), others as 'Sanga' type {(like Sléndro patet Sanga, but
realized on the Pé&log Dem scale), and still others as a mixture of the
two (like Sléndro patet Nem but realized on the Pélog Ben scale).

O0f the five essential pitch degrees of Pé&log Bem (1,2,3.5,6) none

is singled out as cnemy in P&log patct Nem. Pitch degree 4 is con-
‘sidered an exchange for 3 (or more rarely 5). DPitch degree 7 is
unquestionably the pitch degree most foreign to Pélog patet Nem, but in

a different sense than the enemy pitch degrees in the Sléndro patets.

Pélog Patet Lima

-
&)

While Sléndro patct Nem is 'duruug gembira', Péleg patet Nem allows

Y

for more definite feelings, according to my informants. It is Pélog
patet Lima which, like Sléndro patet Nem, Suhardi and Przjasudirja
consider to be the Pélog patet which arouses the most ambiguous feelings
(again, 'durung gembira'). The musico-technical aspects of'paget Lima
which give rise to its identity distinct from Példg patet Nem are not
easgily talked about, and no subcategories of patet Lima are idencified.
It was mentioned that the three most characteristic finals of patet Lima
are 5, 1, and 3 (register not specified fov 3); for patet Nem (P&log)

5, 6, and 2. Becker's study (1972:167) corroborates the statemculs of

my informants concerning these finals.

S1léndro-Pélog Parallels

1 vy 4

Many musiciuns draw parallels between the bhone 1iadro patets and

the thiee main Pélog patets, as found in Figure 4 (A). Sastrapustaka



43
and others draw a different szt of parallels, Figuire 4 (B).

Sléndro patet Nem . . . . . . . . Pélog patet Li
A Sléndro patet Sawga . . . . . . . Pélog patet Nem

Sléndro patet Manyura . . . . . . P&log patet Barang

Sléndro patet Nem . . . . . . ., . P&log patet Nem

B Sléndro patet Sanga . . . . . . . Pélog patet Lima

.

Sléndro patet Manyura . . . . . . Pélog patet Barang

Figure 4. Two Concepticns of Parallels
berwoeen Sléndro and Péleg Patets.

The first set of parallels reflects the progressicn of Télog
p p & o

o]
0
ot
(]
ot
15}

13
i)

(Lima-Newm-Bbarang) in the now rare wayang kulit form knowm as wayz
gedez, which tells stories of the asutorhthoncuvs hoers Panji. The sccond
accounts for the ambiguity in both Sléndro and Pélog patcts Nem, but
does not account for the 'duvrung gembira' asscciations of Pélog paiet
Lima in contrast to Sléndro patet Sanga. To investigate all the merits
of both these sets of parallels would »e time consuming and, I strongly
suspect, would highlight the special characteristics of each of these
patets and identify types within each one.

It might be said, at least of the Javanese musicians with whom I
have had contact, that they 'tbink in Sléndro’. Many explanations
employ Sléndro models whether the particular subject is specific to
Sléndro, or Pélog, or not tuning-system-specific. This stems from an
ability to conceptualize and perform in one tuning system and 'trans-
pose' within that tuning system or to the other tuning system, keoping

the physical processes intact but yiclding a different sound procuct.
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This kinetic orientation is particularly significant for the gambang,
gendar barung, genddr panerus, and celempung, which have the same number
of tones per octave (five) at zll times.

More specifically, Suhardi distinguishes two types of soft instru-
ment orientation: Sanga and Manvura. In gendings in patet Sanga, for :

example, the soft instruments shouid play i1 £ Sanga wmenner: embloyin
I [ . J

7

-

melodic formulas appropriate to patet Sanga. In gendings in Sléndro or

Pélog patet MNem, some passages should Le played in a Sanga maaner and

others in a Manyura mam.er.
Suhatrdi's recognition of different ways of playing the soft instru-

ments secms to correspond with a statement by R.¥. Sarwaka, "'the dis-

tinction bLotween a givon patet and another one is based upon a difference
in chengkok'..." (Kunst 1949:72). The term céngkok, like so many other
musico-technical terms in Java, has a number of mcanings. A gencral
translation given by Becker is "formulaic melodics for saron, gender,
bbnang, gambang, etc." (1972:172). The particular meaning intended 1is
usually fairly clear from the context. Unfortunately Kunst does not
offer any further context of R. M. Sarwaka's remark and assumes it to
be limited to patetan (frec rhythmic intcrluding by rebab, cendar,
gambang, suling, and, in some contexts, nale voice). In the way I fre-
quently heard the term 'céngkok' used, Sarwaka's "difference in
ch2ngkok" could just as well be taken to mean "difference in the parts
of the voices and soft-playing instruments'. Walton's study of sindén
(the part sung by the pésin@én) and Sléndro patets (1974) demonstrates

3 -

the importaace to patet ol different lous Love.., o ¢ oibn ueleodic

formulas (called 'cengkok sinden'). lcDermott and Sumarsam (1975)
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«

present severzl cxamples of the important differences between gendér
melodic formulas (called 'ceéngkok gender') in one Sléndro paget and
another. Such differences are readily acknowledged and frequently
discussed asong Javanese musicionc. According to my informants these
differeuces are more crucial to patet differentiation in Sléndro than
in PE&log, but are characteristic of scft-instrument playing in both
tuning systems.

It has been wy intention above to prescnt vhat T discovered and
at the sarmz time point our that, while the patet termninclogy is wide-

N

spread, its specific application is uot a motter of universal agrecment.

.

thile the patet of somz gendings is ambiguous, the pat

..;

et of others is
not. The patet of each geading T have chosen for the corpus of this
study is clear; and for the twe gendings in PZlog putet Nem, the 'type

A

("Sanga' type or 'H

Hanyura' type) is given, as identificd and discussed

by Suhardi.

Bentuk: Macro-Structure

The bentuk (usually translated “'form') is determined by the points
at which certain‘instrumeuts scund “in relation to each other and in
relatioun to a conceptualized pulsc which often has the same density as
the balungan part. The result is a regulcr and recurring pattern of

1

'punctuation', often referred to as 'colotomic structure'. I know of

no Javancse term denoting this concept; perhaps because it is such an
integral fiature of karawitan ang taken for granted, no term is neces-
sarw. Thae difference hotween cune form (bentuk) and arother is a

diflceence in the subdivision of che whale (o ling by colutonic
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structurc.

A gending in any form begins with a buka (iit. introduction) which
may be given by ane of the following: rebab, genddr barung, bonang
barung, kendung, solo male voice, or solo female voice. The final tone
of the buka coincides with the besinning of the balungan and the simul-
tansous sounuing of'gong and Lenong, at which point the rest of the
ensemble joing in. The largest colotomic unit is marked off by the
sound of the gong, and is called gongan. This unit is subdivided into
kenongﬁgé, colotomic units marked off by the scund of a kenong, which
are further subdivided by the sound of ketuk and, in some forms, kempul.

Susilo recognizes two basic categeries of f{orm: 'strict' and
'free', differentiated by whether the number of keancugans per gougan
"is regular throughout a compesition, or varying' (Susilo 1267:18).

In the context 5f uyon-uyon pcriormances, the gendings usually played
are in strict form. The gendings in free form are often played in the
context of dance or dramatic performance. Since the musical corpus of
this study is concerned with gendings in threce of the strict forms,
only these three will be discussed here.lz

In the figures below, and. 7or the remainder of this study, the
colotomic structure is represented by the follewing sywbols (see
page 47). A conceptualized balungan pulse (hercafter called 'balungan

beat') is represented here by a dot.

[
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n = a point at which a kepong is sounded.

t = a point at which the ketuk is sounded.

P = a point at
ng = a

m

kenong, are sounded.
wvithout a keneng.)

1%

which a kempul is scunded.

point at which the gong ageng, together with
(The gonyg is wuot sounded

w = a vela (colotomic rasi’ “) (altheush no colotnui
instrument is sounded at pointe designated 'wela'
theoy are conceived by the Javanese as important
to the structure of a gending.)

Figure 5. Key to Symbols for Colctomic Structure.

Ketawang
The colotomic structure of gendings

in t;g e 61

it

(Jine 1 istc ken

]

(line 2 '2nd kencngan')

Form 6.

In Ketawang form, a gongan consjsts of two kenongans.

comprising eight balungan beats,

and sixth beats and kempul or wela on the fourth bLeat.

in Ketswang form is given

. 1
Ketawang Form~-~Colotomic Structure

Each kenongan,

is subdivided by ketuk on the second

A gending in

Xetawang form may consist of several gongans, each of which contains

different musical matecrial, but the cclotomic structure of each gongan

is the same.
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The colotomic structure of gendings in Ladrang form is given in

Figure 7:

ist kenongan e w e e e e e
£ w s &t
2nd kenongan e T
t P t n
Zrd kenongan e e e e e e e
t D t n
4th kenongan S
t P t ng

Figure 7. Ladrarg Form~-Cclotomic Structure.

Tn Ladrang form, a gongan consists of four kenongans, each of which is
subdivided in the same manuner as a kenongan in Ketawang form. Like
gendings in Ketawang form, a gending in ladrang form may consist of
several gongans, each of which contains different musical matevrial with

the same colotomic structure.

Gending Ketuk 2 Kerep, Wdawah Ketuk 4

The colotomic structure of gendings in the form called 'Gending

15

Ketuk 2 Kerep, Ndawah Ketuk 4' is givan in Figure 8 (see page 492).

This form consists of two scctiouns, mévrong and ndawah, which differ in

colotomic structure. Some gendings contain more than one gongan in
both of these sections, but the colotomic structure within a section
remains the same. In the playing of & gending iz this form, a transi-

tional passace known as the sanckat ndawah is sipnalled by an acccle-
(&1 ki 0 R -

rando in the mérong and way involve an alteration in the balungar part.
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lst kenongan e e e e e e e e e e e e e e e
t w t n
" 2nd - kenongan T
i t W -
g t n
b
D
=i 3rd kenongan e e e e e e e e e e e e e e e
t % t n
4th kencngan e
t. w t ng
ist kenongan e e e e e e e e e e e e e e
t \% t \%4 t w t n
« 2nd kenongan O
'g t W t W t W t n
o
g. "
g 3rd kenongan e e e e e e e e e e e e e e e
t w t W t v t n
Lth kenongen e e e e e e e e e e e e e e e
t W t w £ W t ng

Figure 8. Gending Fetuk 2 Kerep, Wiawnh Xetuk &
Form—--Colotomic Structure.

This trausition might be called a 'section' of the gending, but its
colotomic structure is the same as that of the merong and therefora
is omitted above;

The colotomic structure of the mdrong (and pangkat ndawak) is
similar to that of Ladrang fo.m, with two important differences: cach
kenongan (and therefore each gongan) has twice as many balungan beats
and no kempul is sounded. In the designation of this form, the word
'Gending' is used in its more restricted meaning: a composition with
16 (or 32, or 64) balungon beats per kenonpan. The vhracse "Ketuk 2

. ' b PR N R S o
Kerep' (lirc. 2 ketuk beats, close togucher} ndicoios tuc nunher ol
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ketuk beats per kencngan (two) and their density in relaticm to the
balungan beat (on the fourth balungan beat and every eight thereafter).
In the mérong im other forms, there wmay be two, four or eight ketuk
beats per kenongan, and their density may be either kerep or arang

(1it. far apart; oo the eighth balungan beat and every sixteentn
thereafter).

The colotomic structure of the ndawah may be characterized as a
doubling of tlie keiuk beats per kenongan. The phrase 'Ndawah Ketuk 4!
(lit. 4 ketuk beats in the ndawah) indi;ates the number of ketuk beats
per kenongan (four) in the ndawah section. In the ndawah in other
forms there may be eight or, in rare instances, sixteen ketuk beats
per kencngan. In all casos, the ketul teat in the ndawah section
coincides with the second balungan beat and every fourth balungan beat

thereafter.

Irama: Micro-Subdivision
»

The high amount of structure in Javanese music, as digcussed
above, reflects the Javanese propensity for subdivision. At the macro-
level, gendings are divided into gongans, which ave divided into
kenongans, which are in turn further subdivided. At the micro-level,
subdivision is equally important. It may be said that density at a
macro-level determines form and at a micro-level determines irama. In
cdntemporary Java, the term 'irama' may be used to rcfer to tempo
(for example, "iramané kepénak''--lit. the tempo is comfortable). More

v

k4
often, however, 1 heard -This term anplied to the rhythmic rclationship

-

At I - I} . . I3
between the balungan beat and the parts which eubdivide it. T use the
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texrm in the latter sense in this study.
This concept has been described numerous times by Javanese and

Western writars. A lucid explanation by two Javanese musician-

scholars (Qfartopangrawit and Sindnesawarno) is reported by Becker

(1972:23-25). Beforce presenting licr translauvion, Decker states,

"o two descriptions vary is detsil but not in Lasic concept. (Anycne
studying for any period in Java becomes accustcomed to such differences
in terminology and description. Musical pedagogy as well as music

1

practice overates mostly within an oral [sic]

AN

traditien.)" (Becker
1972:23). DBearing this in mind, 1 do unoct wish to refute the explana-
tions of Martopangrawit and Sindcesawerno, but L chocsce to offer an

crplanation of irsma bac:d on my cuperience stndying with my informants.

The Five Iramas

While terminology may vary, five iramas zre gener 111y recognized
and labelled as follows: irama seseg (lit. close toge ther), irama I,
jrama II, dirama IIT, and irama IV.16 From the several layérs of sub~-
divicion of the balungan beat, I choose the fastest pulse, called
'density roferent' (and abbreviated DR) by Hood (1971:114), for graphic
display in Fipure 9 (svee page 52). The visgval format is similar to that
given by Mariopangrawit and Sindossawarno and is used here as the wost
expedient means of graphic display. The reasoné I have not presented

their explanations in full are discussed below, following a brief ex

planation of irama change.
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Irama Seseg

BB . . . . . . . . etc.

' X Irama I
DR P N T I It Stla

BB . . etc. .

* : N Irama II

BR R R elc.

BL . . etc. -

o Irama IIT
DR S atc

BED . etc.

; Trama IV
DI M e eveasesevssaninessncerenessnss 2LC.

elaiiie Rensity of Balungan Beat and
gnsiiy Refsrvent in £ie Five Tramas.

[ -

Irama Change

Although the performance of some pondings may nst davelve any

inces of mect gondings Jo involve at

least cne and scaztimes up Lo nine changes from one irama to anotber.
These are made possible by ritardandos or accelerandos in the tempo
of the balungan beat. To paraphrase Becker, the faster the balungan
beat, the less time there is for subdivision of that beat (Becker
1¢72:23). Thus a change from irama sescg to irama I invelves a slow-
ing of the tempo of the'balungau heat to & peint wherce it is comfort-
able for the fastrst pulse to double its subdivision of the btalungan
beat, as reprcsented graphically in Figure 10 (see page 53).  The
change of irama occurs at poiant x in time. Up to point x, the tempo
of DR is twice that of BB; at point xz this relatiomship changes, so
that after this point the tempo of DR is four times that of BB. This
same type of graph could pe made for a choie e Luom 17N Doto ivama II,

and so on. If read from right to left this identical graph represents
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fast
DR

/
|

BB
slow ‘"—--——--_‘~‘~\‘\\‘\
\

\‘__‘_——

Real time —————
x

Figure 10. Change from Irama Seseg to Irama I,

a change from irama I to iframa sescg. It should be noted that in
changing irama, the b;lungan beat changes to and remains in the new
tempo, but the fastest pulse returns to more or less the same tempo

it had in the previous ivama. This is generally true of 2ll iramas
except irama IV, for which the fzstest pulse, ¥ was toeld, shouldibe
sémewhat faster than in the other iramas. The reasons for this
preference for a faster DR pulse in irama IV reflects Javanese musical

—

perception.

Perceptual Units and Irama

Several terms are currently in use for discussing perceptual
units (in addition to the terms 'gongan' ond 'kenongan', which refer
to colotomic units). Gatra (usually transiated as 'weasure') has been
defined as follows,."One gatra consists of four saron strokes and is
thé smallest meaningful unit" (Becker 1972:21 translating Sindoesa-
‘warno R?a.:51). I take issve with this definition znd hence with
Bgcker's cexplanation of irama, for which a translation-of Martopang-—

Gnrawit nod.tiy ia o used.  In his

rawit's explonation of irvama (Mario:
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explanation, Martopangrawit cmploys the unit called 'gatra' to explain
the subdivision which determines irama.

The meaning of 'saron stroke' may be interpreted in several ways.
In fact, this is Becker's traasslation of Sinsdoesawarno's ''tutukan
bulangan' (lit. beat of the balungzsu). If balungan iz to be understooed
as the part actually plaved on the balungan instTuments, then Backer's
translation is correct. It seems, however, that what Sindoesawarno
means is the conceptualized 'balungan beat', mentionad ablove, which
may or may not be realized at cach occurrence by a 'saron stroke'. Two
examples from the musical corpus of this study demcnstrate this
problem: Ladrang Pangkur P&log patet larang (here:ftér referred to as
‘Ladrang Pangkur') and Gending Gambir Savit, Retuk 2 Kerep, Hdawah
Ketuk 4, Slénduo patet Swuuga (hereafter veferved to as '"CGending Gambir
Sawit'). In Ladrang Pangkur, the first kenongun played in irasa TII
{Corpus VI:18~21)17, there are cight strokes of thc saron, each sub—
divided by 16 pulses of the DR. In Gending Gambir Sawit, in the first
kenongan played in irama III (Corpus I1:44-51), there are also eight
strokes of the saron, but each is subdivided by 32 pulses of the DR.
This inconsistenéy is reconciled by the explanation of irama as
determinced by the relation between the balungan beat, a conceptual
consiruct, and the DR pulse.

Assuming that my understanding of Sindoesawarno's 'tutukan
balungan' is correct, a consistent explanation of irama, as given
above, is possible. However, whether a gatra in all iramas consists
of the same number of balungan beats is in question, particularly in

light of vertalization cenceralng gatra percception. For ircmas sescg,



I, and II, my informants feel the smallest weaningful unit consists
of four balungan beats. In iramas III and IV, however, they feel that
a gatra consists of two balungan beats. Two such units in any irama

comprise a kazlimat lagu (which may be translated as 'musical sentence';

kalimat=scntence; lagussong, melody™ 7). This apparent inconsistency
is further voconciled in Suvhardi's teaching. lle explains that in all
lramas there are two gatras to a wusical sentence and each gatra is
made up of four perceptual-beats, which I call 'lagu beats', as shown

in Figure 11.

8 BB = 8 LB = 16 DR in Irama Seseg
8 BB = 8 LB = 32 DR in Irama I
1 Musical Serntence = 2 gatros = 8 BB = 8 L3 = 64 DR in Irama II

4 Bd = 8 LB = 64 DR in Irama 11T

~
4
&
#
[ae]
el
e ]
i}

128 DR in Irama IV

Figure 11. 1Irama and Perceptual Units.

Thus each tone actually pleyed crn the balungen instrumcnts in - the

irama III{portioh of Gending Gambir Sawit falls at the end of a gatra.
The other three lagu beats of each of these gatras are not now normally
manifested by the balungan instruments although formerly they often
vere.

Because a musical sentence In irama IV consists of 128 DR pulses,
tlicre is a strong prefcrence for a faster DR tempo, so that the musical
sentence is srill perceiveble as a unit. This was indeed the case in
the perfori ize T oanteaded and is weflzoued o the fors tem

DR in the irama IV passage {(Corpus VI:39-63).



Notes to Chapter 11

1. . e .
Like most musics, it is changing. See further Becker 1972,

especially 30-159.

2 . e — _
See further Brandon 1967 for a dctailed description of these and
other theatrical formas in which gamelan music is used.

U 1
hipelage, Southern Philippines) is discussed

4

music (that of Sulu Arx
by Trimsllos 1972:75.

3 : . . . .
The problom of usinyg theee categories in another Sout
c

See also tichermott and Sumarsan 1975.

Q
This is reckoned by dividinrg cthe cctave into 1200 equal intervals.
The Western equal-tenpered semi-tone equals 100 cents.

6

See further Hood 1063.

7. . .
With certain exceptions; see belew, page 39.

8. . . . . .
The style in which the balungan is not sounded is callad janturan.
See Hood and Susilc 1967:22.

9In iraﬁc IV; see below, page 51.

10See below, page 201.

11

This association was mentioned to me by each of my informants on
separate occasions. It is also discussed by Kunst (1948:76).

For a more comprehensive discussion of strict forms see Susilo

1967:9-20 ard Becker 1972:19-22. For a discussion of the free forus,

normally associated with dence and various types of drama, see
Sindoesawnrno n.d.:55-56 and Martopangrawit n.d.:16-17.

135ee further Susilo 1967:15.

14 o . . L . s .
In traditional Jogjanese style, a kempul is sounded in the middle of
each kenongan of gendings in Ketawang form. In Surakarta and now

pormally io Jogjakarta, fhere is a wela in the middle of the firset

56

tenonean of cach gonean in thiis form, rather thaa @ kempul.,  Tor this

'
reason & wela rather than a kempul is shown in Figure 6.
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15 . ; . s
More common is the Solonese designation 'Gending Ketuk 2 Kerep,

Minggah Ketuk 4'. The Solonese use of the word 'minggah' in this
context is identical to the Jogjanese use of the word 'ndawah'.

The non-musical meuning of 'minggah' is 'rise; ascend', and of
'ndawah' is 'fall; descend'. The choice of opposite words to refer
to the same nusical phenomenon is indicative of the sense of rivalry

in the arts between chesc two cities even today

.
0, . . oyt Tygr o]
These dcesignations are the same as those attributed
to M. Mg, Wirawijoza by Sinduncoverne (n.<.:27). My informants’

l o
"irama seseg' is the same as Sindoesawarno’s (n.d.:37).

17 . . .
Throughout this studv, corpus items are veferred to by Roman numnera l
and score numbers wichin each corpus item by Arabic numeral. "Corp
VI:18-21" refers to the sixth cerpus item (Ladrang Pangkur), scores

18 through 21.

18 . .
The meanings of the word 'lagu' are numerous. See further Chapter V.



CHAPTER III

THE GAMBANG

Physical Description

-

1
The gambang is cemposed of a set of wooden beys™ (wilehan) of

graduatcd lengrh, resting over a wooden trough resonator (grobtogan)
and is played with two beaters (tabuh). The keys rest on a sott
strip of ‘cloth or twine which has heen fastened teo the tops of the
long sides cf the grobogau. This soft strip ic referred to as

o UL TR | . a1 "12
mattress-like') cr bantalan (1ic. ‘pillow-like').
In crder that the keys do not hit each other or meve ocut of place
when struck, each one ic hold leoscly in place Ly metal pins (paku,

)

ancer). Each key has one hole nesr the end o ohe key nealesit €0

~ .
J

tlhie player. DPins penetrate the seoft strip on Loth sides of the

o)

@

grobogan in such a way that they separate the keys on the end away
from the player and go through the hele on the part of the key near
the player. Thus, the keys are not fastened down but merely kept in

place (see Tigures 12 and 13).

Grobogan: Resonator

-

Basically, a grobogan comsists of five planks of wood noiled
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firmly togcther to form a trough, closed on the bottom and four sides,

and open at the top. Almost without exception, the ends of the
grobogan extend upward above the level of the keys. hiis character-
istic apparcntly serves little if any functicn with respect to sound.

ite ends are the poction of the iastrunent motl Lilely Lo Lo carved



Figure 12. A Solonese gambang viewed from the side
away from the player. A pin (paku, ancer) passes
through a hole near the end of each key.

Figure 13. A Jogjanese gambang with keys removed,
showing the pins and the soft strip (kasuran,
bantalan) upon which the keys normally rest.
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decoratively. The sides of the grobogan may also be carved; the keys
themselves are not.

A gambang from Jogjakarta is easily distinguished from one from
Surakarta by the general shape of the grobogan (see Figure 14). The
major profile (side view) of a Jogjanese grobogan forms an inverted
trapezoid with its base recting on the floor. The major profile of a
Solonese grobogan forms two trapezoids: a small, low trapezoidal base
supporting a larger, inverted one. A second distinction betwe=n the
two is the greater slant from the horizontal of the ends in the Solonese
type. The portion of the ends extending above the level of the keys is
generally larger on the Solonese grobogan and on many instruments is
carved into two nagas (nythical snakes) with intertwining tails, which
may border a floral motif. I have never seen, either in photographs
or during a year living in Jogjakarta, a Jogjarcse gambang with nagas

carved on the ends (or elsewhere).

Side View
(Major Profile)

\ -
Jogjanese \\ ‘/

N o
Solonese \\§>__________<(/

Figure 1l4. Shapc of Jogjanesc and Sclonese Grobogman.

End view




61

Regarding trough resonators, A. M. Jones states,~”But the old
Indonesian troughs howaver elaborately decorated, were carved out of
2 solid log" (Jounes 1964:130). This seems to be true for most saron
resonators regardless of age, but judging from the gambangs I ins-
pected ‘and the many photographs 1 have seen; trough resonators of
extant gambonge “(scime of which are seversl ceniuries old) are cons-
tructed from planks of wood, not carvaed froem & single log. In fact,

! ! described by Prajasudirja and

grobogan’ is grobon

o1

the root of
defined by Horne as "a large storage box' (Horne 1974:22C). The term
'grobogan' (lit. something like & grobog) is used in Java to distin-
guish a gambang resonator {rom a rescnator carved from a single log.
In his classification of gamelan iusivuments by wageh {(lit. container,
receptacle), which in this case means the frazacec or supports for the

primary vibrating part(s) of an instrument, Pudnesockotjo lists

el

gambang with gong kemodongs under "grobogan’ (1960:45), but lists the

saron instruments under-.a separaté heading.

The open top of the grobogan (at key level) may be partially
closed by two additional planks attached laterally, one to cach side
of the grobogan (sce Figure 15). These planks (tumbenpan) leave a
narrow slit the length of the grobogen and arc said to improve its
resonating capabilities.

Another feature held by some to improve grobogan resonance is
the addition of strings inside the grobogan., This is quite rare
according to the Javanese I interviewaed and is present in only one of

hwow threc
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the several dezen gamhonts ouwamined.
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Figure 15. View of a Jogjanese gambang tilted on its
side, showing the planks (tumbengan) and the strings
inside the grobogan.

Figure 16. Overhead view
of the grobogan depicted
in Figures 13 and 15,
showing the method by
which the three strings
inside are attached at
one end.
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end. Questions of tension and pitch are at present unanswered. The
instrument depicted is part of a complete Sléndro~-Pé&log gamelan in-
herited by Sugianto (a wealthy entrepreneur residing in Jogjakarta)
from his father., He does not play gambang hiumself and does not know
vhether the strings were intended to be tuned to cpecific pitches ox
1ot. At one time: the strings may have been taut enough to produce
focused pitches, but now they are cuite slack. Shceuld they have ever
been tuned, it is difficult to imagine how, since they are attached to
nails and screws, rather than to adjustable tuning pegs. To add to
this mystery, only the Sléndro gambang in this gamelan has strings;
the other two (Pélog Bem and Pélog Barang) have tusbengan but no
strings.

Tabuh: Bezater

A gambang beater consists of a stem (garan) attached to a wooden
disc with soft padding (blebed) around its circumference (see Figures
17 and 18). Sastrapustaka mentiong bénda as the term for the wooden
disc used for gambang (and gendér) beaters. He surmises that the term
might have been borrowed from the name of a tree (bénda) whose fruit is
round. Unlike the terms 'blebed' and 'garan', I did not find this term
in general use when describing a gambang beater, but peither did 1
discover any other term for the wooden disc.

0f the many gambang beaters I saw in Jogjakarta and Surakarta im
1974, all had padding. Usually this padding was made of cloth but
occasionally of rubber. -According to Kunst, the disc.is "occasionally
cdped with rubber or cloth' (3949:155), ixnlo i that the "somewhat

resilient, soft-wooden disc" (Kunst 1949:186) usually strikes the key



Figure 17. A pair of

gambang beaters, showing
the sticks (garan) made
of buffalo horn, and
wooden dises with padding
(blebed) of cloth wrapped
around the circumference.
Seen from position of
player.

Figure 18. Same beaters
- as in Figure 17, shown
from the other end.
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directly. If so, either the scft wood was very soft indeed, or the
sound of the gambang has changed greatly since the 1920's and 1930's
(during which time Kunst was in Java).

The stem fits snugly into a hole in the center of the disc and
does not protrude beyend it. Usuelly, stems are uwade from water bufifalo
horn, which may be black, or a mottled yellowish white, and range in
length from about ten to fifteen inches. Due to the methed of holding
the beaters and the piaying technique‘(dgscribed below) I ‘imagine that
gambang becaters with shorter or longer stews would be difficult to use
and are therefore rare.

Suhardi erpresses a distacte for long, springy stems and heavy
discs, since they are difficult to control at fast tempos. Yet the
type of stem and disc ic a matter of personal preference. Variscus types
of gambang beaters may be purchased, the potential buyer checking for

the pair most suitable (cocog) to him.

Wilahan: Keys

A long discussion with a Javanese wusician about the gambang may
involve mention of all the parts discussed above, but it will certainly
focus ‘on the keys themselves.: One indicator of the predominant iwper-
tance of the keys is purely economic. Over the course of several
months I made repeated visits to one shop which sold miscellaneous
gamelan instruments (i.e., not complete gamelan sets). I inquired
about the price of a particular gambang and was told that it would cost
40,000 rupiahs (eca. U.S. $100.0C), which I knew to be expensive for any

gambang, nc matter how good. I was especially surpriscd about the high
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price of this gambang since the grobogan, although sturdily made, was
not elaborately carved. I had seen gambangs in both Jogjakarta and
Surakarta which cost from U.S. $20.00 to SSO.OO6 arnd whose grobogan

were claborately carvaed and painted. The crucial difference turned out
to be the type and number of keys on the instrument. This was made )
even clearer when I wus offered the keys of the U.S. $10C.00 instrument
for the equivalent of U.S. $90.00. These keys were made of slapngking
wood, the shopkceper told me and went on to point out that there were

21 keys (from 6 to é, Sléndro), old and dry, and quite thick and vounded
in form. The information conveyed to me by this shopkeeper turmed out
to be an all-encompassing summary of what is valued most by the
Jogjancce musicians with whom I discussed the watter. Below is a survey
of sovme facts and opinions relating to gambang keys which will help to
explain why the salesman was justified in asking a rclatively high
price for his gambang and why the Jogjanese would value such a gambang

.

highly.

Woods

A number of types of wood are used for gambang keys. The discus-
sion Lelow covers those which I discussed with my informants. In most
cases the Latin equivalent is given, and the English cquivalent if there
is one.

Slangking. The Latin equivalent for this wood has yet to be

ascertained. Kunest speculates that the term slangking was given erro-

neously, since it '"is the name of a herb (Anicomecles indica, and two

more specics of the same family)" (Kuust 1949:135). Lven today the term
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is used gy musicians to refer to a type of hard, fine-grained, heavy
black wooa used for gambang keys. Consultation with several ethno-
botanists vthose speciality is Indonesia:suggested that the use of this
term for weod (rather than herbs) is probably restricted to musicians,
but within the circle of nusicians it is widely used.

I talked about gombang wood at some length with five musicians in
Jogjakarta,8 and others briefly, all of whom list slangking as the
best wood for gambang keys. Sastrapustaka, who from his childhood
has becn associated with the Jogjuanese kraton as dancer and now
librarian, tells me that before tiles became the preferred roofing-
material in the Jegjanese kraton, slangking wood was used for mending
roofs, at least during the reign of Namencku Duwana VII (1877-1921)
(D.G.E. Hall 1968:933). He stressed the importance of the hardness of
the wocd and the fineness of its grain, whicli, he said, resist moisture
absorption. Moisture absorption can change the pitch of a key, and it
is scientifically plausible that the finer the grain, the less moisture
absorbent it will be.9 Another important quality of slangking wood is
its heaviness which keeps the key from bouncing up immediately after
being struck.

Concerning the sources of slangking wood, it is generally thought
by the musicians with whom I spoke that it formerly grew in Java, but
no longer does. Sastrapustaka s2id slangking is now, to his knowledge,
grown in Sulawesi, a large island northeast of Java. Ki Wasitodipuro
mentioned that the only town in central Java where he knows of gambangs
22321 being made with siangking keys is Semernap.  Located on the north

coast oI central Java, Semarang would be a logical port in central Java
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for shiéments from Sulawesi. This whole matter is in need of further
substantiation, however. In Surakarta and Jogjakarta, I could find no
instrument maker who uses new slangking wood. It is possible that the
cost of shipment has caused gambang makers to turn to other more

modestly priced and readily available typaes of wood.

"perléan". I place quotation marks around this word because I
have been unable to determine its proper spelling. Ijzerdraat and
Sosrosuwarno (1954:37) mention black "belian" wood used for gambang
keys, which is presumably the same word. If so, the Latin equivalent

is Eusideroxylon Zwageri, called 'Borneo ironwood' in English. 1In

jogjakarta I heard it pronounced in several ways, which would be
rendered in writing as "berléan', "berléyan", or "berlian'. These may
be Jogjanese variants of barléyan (lit. diamond). Suhardi and
Sastrapustaka think the word may be derived from a European language,
perhaps English 'brilliant', and said it describes the tomne of this
wood in comparison with other types of wood used for gambang keys.
“"Berléan" is frequently mentioned as the best wood used in making
new gambangs. The grain is quite fine, although not as fine as that
of slangking. The wood is hard and heavy. It is rated second only to

slangking as the best wood for a gambang.

Sembir (Artocarpis glauca; a spacies of breadfruit). This is a

yellowish wood, which turns brown with age. Its lighter color, coarser
grain and lighter weight make it quite different from either slangking
or "berléan". Sembir wood is frequently found on Jogjanese gambangs
but is not given the praise that slangking zand “"berléan' are. Ki

Wasitodipuro rates it third, but the other musicians I interviewed do
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not rank gambang wood past the previously mentioned two. This is the
first wood about which I encountered negative comments. According to
Kunst (1949:186), sembir enjoys popularity in Surakarta, second only
to rawan (sce below).

When struck, keys of sembir are much more likely to bounce off
the soft strip upon which they re:t, producing undesirable sounds. It
is possible that Solonese gambang playing during the 1920's and 1930's
(wvhen Kunst was in Java) involved a lighter touch on the keys than the
Jogjanese style at that time. In the 1970's the Jogjanese tend to
play more lightly than the Solonese I witnessed. It is more 1ikely
that the Solonese preference for sembir mentioned by Xunst is due to
the sound, which, in my opinion, has a slower decay than that of other
woods used for gambang keys, particularly in the highest octave. How-
ever, difference in the sound of keys is due to thickness as well as
type of wood (see below).

10

Rawan (Fugenia aromatica; clove tree). Like sembir, this wood

is yellowish, darkens somewhat with age, and is relatively light in
weight and coarse in grain. Rated highly by the Solonese, according
to Kunst (1949:186), rawan wood was mentioned by only one of the
Jogjanese with whom i spoke, and in unfavorable terms. Sastrapustaka
told me that keys made of rawan do not produce sufficiently audible
toﬁes in the lower register. In his experience, however, he has found

keys of rawan less likely to bounce when struck than keys of sembir.

Jati (Tectona grandis; teak). One of the most readily available

timbers in and around Jogjakarta, jati is a reddish brown wood which

turns brown with age. It is relatively coarse in grain and not as
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heavy as slangking or "berléan'. The Javanese cousider this one of the
best woods for furniture. Although frequently used by gambang makers
for gambang keys, its inferiority to siangking, "berléan”, and sembir
is readily acknowledged at least in Jogjakarta. Kunst reports that
gambang keys are ''gemerally made of teak...” (1949:185), but I would
hesitate to make such a generalization about Jogjakarta. There, the
wood is used in making new keys, but those in the better gamelans are,
to my knowiedge, slangking and "berléan". The jati keys I saw on
several new gambangs had been stained dark brown, which made them look
more like slanzking or "berléan'. Upon close inspectiomn, the coarse
grain caused me to turn a key over, only to find the characteristic
reddish-brown color of jati; the bottcm had been left unstained. The
maker may have intended to mislead an unknowledgeable buyer or may have
preferred dark brown to reddish-brown. 1In any case, jati is acceptable

for gambang keys but is not preferrcd.

Rasamala (Altinggia excelsa). Similar to jati, this wood is

reddish, turns brown with age, and is relatively coarse in grain.

According to Sastrapustaka, the only musician who mentioned this wood

in connection with the gambang, the keys made from this wood are, like

sembir, too light in weight. Rasamala is one of the most popular timber
11

trees in central Java = but to Sastrapustaka's knowledge is not being

used anymore for gambang keys.

Nangka (Artocarpus integra; jackfruit). Strong and heavy in weight,

nangka is a bright yellow wood which turas brown with age. One of

Kunst's informants (R. M. Jayadipura) told him that nangka wood was
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used for gambang keys (Kunst 1949:185). UNone of the musicians with
whom I talked mentioned nangka in connection with gambang keys, but
instead for the grobogan. When I asked whether nangka could be used

for éambang keys, they expressed surprisec and told me that for grobogans
(and other types of resonators) it was the best wood to use, owing to
its durability and resistance to decay. They speculated that it is

probably not sonorous enough to make good gambang keys.

Bambu (English: bamboo). "Gambangs with bamboo keys are found
relatively seldom in Java" (Kunst 1949:186). Statements by nmy inform-

ants corroborate this. Sastrapustaka and Prajasudirja remember seeing

gambangs whose keys were made from bambu petunz (Dendrocalamus asper),
a large, thickwalled variety of bamboo. They know of no permanently-
housed gamelans whose gambangs have bamboo keys, but have seen such
gambangs only in’portable folk ensembles 30 or 40 years ago. Even in
the four iron gamelans12 1 saw, the gambang keys were either of
"berléan" or jati wood. Perhaps the keys of the portable folk
ensembles were bamboo because that material is readily accessible,
inexpensive, or lightweight.. It became apparent during my interviews

. . . . 13
that bamboo is not considered a suitable material for gambang keys.

Other Wood. I came across no other names of wood for gawbang keys
during my stay in Java, but there may be other types occasionally used.
One of the gambangs owned by Suhardi had been stored in the back of his
house for several years, during which time one key had broken. He
fashioned a replacement from a lightweight, white wood which happened

to be at hand, and which was not one of the woods mentioned above.
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Ideally; he told me, this should be only a temporary replacement until
he can pﬁrchase a key of the same wood as the rest of his keys
(slangking). But to find a single slangking key for sale is highly
unlikely. This demonstrates t;:; there are other types of wood avail-

able in Java which, although not the most pleasing to the Javanese ear,

can_be made into sufficiently sonurous gambang keys.

Number and Comnass

In the many written sources mentioning the Javanese gambang, there
appears little agreement over the number, or usual number, of keys.
This lack of consensus is most likely due to the time span elapsing
between the observations. Kunst sums up most previous writings on this
subject by saying it consists cf "some 16 to 21 keys" (1949:185). Yet
Poensen (18751104) reports an illustration of a gambang with 15 keys,
and Soerjowinoto states, "De klankgevende deelen bestaan uit latten
van hard hout ca. zes en twintig in getal, in een rij..." (Soerjowinoto
1920/21:269). ("The sbund—giving parts consist of bars of hard wood,
about twenty-six in total, in a row...".) This is probably an
erroneous estimation, but I saw several gambangs with 22 keys and omne
with 23. Not only is there a variety in the types of wood used for
the keys but also in the number of keys. Just as there is no 'standard
Sléndro or Pélog tuﬁing', neither is there a 'standa?d gambang'. One
méker may prefer to make gambangs with 19 keys, another with 21; or
the number could depend on the particular wishes of a buyer placing an
order: for the number of keys that is cocog with him.

For gamelans with only one Pélog gambang, rather ﬁhan a scparate

gambang Pélog Bem and gambang Pélog Barang (see page 39), there must
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be three or four exchange keys (sorogan)f Neither the bem keys nor the
barang keys are referred to as 'sorogan' as such; instead, whatever keys
are not in playing position on the instrument (whether bem or barang)
are called 'sorogan' and are normally stored in the grobogan. It is
preferable to have two separate P&log gambangs so that the gambang
player will not have to remove all the barang keys and replace them with
bem keys, or vice versa, between gendings. Furthermore, Gending Kagok
Respati and Gending Sambul Gending change from Pélog Bem to Pélog Barang
in the middle and return to Pélog Bem‘14 In order to perform these
gendings satisfactorily there must be two Pélog gambangs, just as there
are two Pélog genddrs. The player switches from one to the other at the
appropriate time during the unfolding of the gending--startling an un-—
prepared audience. To my knowledge, neither of these gendings is
frequently played. Thus, scparate Bem and Bzrang gambangs éré cen-
sidered a luxury rather than a necessity. One Pélog gambang is
sufficient provided there are sorogan keys.

Despite the variability in the number of keys one may find from
gambang to gambang, my informants are in remarkable agreement concern=
ing the continuuﬁ from 'very complete' to 'insufficient'. The tonal
compass of the instrument forms an integral part of the discussion.

In Figure 19 the gambang with the greatest compass that I have examined
is diagrammed. This is a Sléndro gambang, but since, in both Sléndro
and Pélog, there are five tones to the octave at any one time on the
gambang, the continuum from 'very complete' to 'insufficient' applies

equally for Sléndro and Pélog.
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22 or more
21
20

20

19

19

18

17

16 or less

5o

6 to

to

to

to

to

6 to

1l to

7 to

e

HV ]

to

lower) to é(or higher)

é; or 5 to'é

Lo ns

Lhe

(Sléndro & P8log Bem)

LNe

(Pélog Barang)

e

e

(Sléndro & P&log Bem)

toe

(Pélog Barang)

3

very complete
complete
complete

sufficient

sufficient

sufficient

sufficient, but
rather limiting

Just barely sufficient;

quite limiting

(regardless of tomnal compass) insufficient

*1 have seen at least one gambang with each tonal compass_ listed. I

found no gambang with a compass of 1 to 6,

2 to 6 2 to 5, or with

fewer than 17 keys, nor did my informants mention these possibilities.

'Figure 19.

Number of Keys and Tonal Compass, Ranked in a Continuum.

In essence, the judgments of my informants reflect the norms of

gambang musical practice.

cient!

Tor most playing,

the

‘just barely suffi-

gambang may be used, but contemporary norms of performance may
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require (or at least allow) certain treatment in some gendings which
must be simplified or avoided on the 'just barely sufficient' and even
on the 'sufficient’ gambangs. The more keys, the greater number of
choices; if the choices are too limited, the playing may become awkward,
or, as the Javanese say, "kurang kepénak™ (lit. not so comfortable). A
'complete' gambang does not limit the choices, and a ‘very complete'
gambang actually gives the player more options than he is likely to

use, by current standards.

Thickness and Shape

In evaluating a set of gambang keys, thickness and, to some éxtenc,
shape may be as important as the type of wood or the number and compass
of the keys. My informants feel that relatively thick keys of a given
type of wood yield a better sound than keys of the same wood but thinner
They also point out that, should altering the tuning be necessary,
keys that are too thin would break or lose their sound in the tuning
process.

Like instruments with bronze keys, gambangs are tuned by shaving
the bottoms of :the keys (i.é., the face not visible when the keys are
in playing position on the grobogan). To lower the pitch, the wood is
shaved off the center portion of the bottom of the key; to raise the
pitch, the wood is shaved off the portions on either end of the bottom
of the key (see Figure 20). T asked”a number of musicians whether wax
or some other substance is ever attached to the keys of a gambang (or
any other Javanese gamelan instrument) for tuning puréoses-—a practice

‘v

reported by David Morton in the tuning of Thai =vluphones (Morton



Figure 20. Two tuned gambang keys: bottom view.
The longer key has been lowered in pitch by
scraping the middle. The shorter key has been
raised in pitch by scraping the end.

Figure 21. Four gambang keys: pitch degree 3
from each octave, showing rounded surface.

76
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1968:115. None of the people I asked haa ever heard of this as a
permanenﬁ tuning method. Only in the process of tuning is clay some-
times applied to determinc whether a key is very slightly higher or
lower than another key to which it is being tuned. In this case, clay
is attached to the end of the key being tuned, thereby lowering the
pitch. If this seems to bring the key more nearly in tune, the center
portion of the bottom of the key is shaved and the clay removed. If,
instead, it seems to put the key more out of tune, the ends of the key
are shaved and the clay rcmoved. This process is continued until the
key is perfectly in tune thereby minimizing wasted shaving (which would
mot only make the key unnecessarily thinner, but also cause the tuner
extra tedious work). When 2 gambang key is still far out of tune, a
knife may be used for the first portioun c¢f the tuning-shaving process,
but as the pitch of the key approaches that desired by the tuner, a fine
file or bits of thin broken glass may be used.

Because of this tuning-shaving process, it is understandable why
thick keys are preferred even over thin keys whose sound is still good.
The shopkeeper mentioned above had many gambangs in his shop in addition
to the fine one described at the beginning of this section. One of the
others also had 21 keys made of slangking wood, but he was willing to
sell it for only 12,000 rupiahs (about U.S. $30.00). The crucial
difference between the $30.00 gambang with 21 slangking keys and the
$100.00 gambang with precisely the same number of keys made from the
same fine wood was a difference in the thickness of the keys. The
salesman thought the $30.00 gambang might be retunable once, but already

some of the lower keys did not yield a full sound. The $100.00 gambang,
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on the o;her hand, could be retuned several times and still maintain
the full, rich sound of each key in its present condition.

Since I could not conduct scientific measurements of the thickness
of gambang keys in Java without appearing to the owner to be demeaning
his possession, I offer below the dimensions of the highest and lowest

keys on the gambangs of Kyai Gandrung, the Jogjanese ganelan of the

Music Department of the University of Hawaii. Although I could not make
measurements in the field, I am quite certain that the keys on these two

gambangs are quite thick and could withstand numerous retunings.

hole for pin

length __(height)
. 8 \\“ T3 thice-
b S ness
Y
breadth
Pitch Thickness Breadth Length
Pélog 6 5.5 cm. 4.2 cm. 33.6 cm.
Siléndro 5 5.2 cm. 4.3 cm. 34.0 cm.
Pélog 6 1.2 cm. 6.9 cm. 60.8 cm.
Sléndro § 1.0 cm. 7.0 cm. 58.4 cm.

Figure 22. Dimensions of Representative
Keys from Two Gambangs.

Since the highest key on each of these two gambangs appears to have been
+ined sometime in the past, thickness is mecasured at the place of the

hole Zor the pin, the thickest part of the key. In the tuning process



79

neither the breadth nor the length of the keys is altered. The breadth
is a measurement of a cross section because the ends do not form a right
angle with the long sides of the keys. This fact in turn makes the
length on one edge of the key slightly longer than on the ather edge.
For this reason, the length of the middle of the key is measured.

The lowest-pitch key on a gambang is the thinnest, broadest, and
longest. From low to high, the keys become successively thicker,
narrower, and shorter. Regardless of any of these dimensions, the hole
for the pin should be at the node. A. M. Jones, whose experience with
zylophones has been primarily with African varieties, states, "A xylo-
phone key when struck vibrates...in a way that produces two nodes.

These are transverse lines on the key where no vibration takes place at
all and they are situated about two-ninths of the length of the key in-
wards from each end. If the key is to sound well, it is at these points
that it must be supported” (Jones 1964:125). Whether this is true for
all xylophones is brought into question.bf'the Javanese preference for
placing the hole exactly ome quarter the length of the key from the end.
My informants corroborate Hardjoprakoso's discussion of this in his
articlé "Membuat Camelan" (1it. making a gamelan) (1966:18-24). Because
of this, only one half of the key lies o?er ;he grobogan on a properly
made gambang. A quarter of the key at each end extends beyon& the
grobogan on either side. Therefore, in any one position on the grobogan,
only a key twice as long as the distance from one side of the grobogan
to the other may be used. In other words, neither long keys nor short
keys are necessarily desirable in their own right, but must be appro-

priate to the size of the grobogan.
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De;orative carving on the gambang is reserved for the grobogan,
but the geys should be beautiful to the eye as well as the ear. For no
apparent acoustical reasomns, each key is shaped so that, from above, it
has the shape of a trapezoid. This in turn contributes to the shape
made by all the keys in place on the instrument: also a trapezoid when
viewed from above, whose base is the longer edge of the lowest-pictch
key (see Figure 19). Perhaps taken for granted, this was not mentioned
by any one I talked with. However, the shape of the keys as viewed from
their ends is an important visual aspect. A preference is indicated
for keys whose surface (top) is rounded, as shown in Figure 21, in
contrast to keys whose surface is nearly flat, as shown in Figure 12.
This preference may simply be an affirmation of the importance for thick
~ keys, since rounded keys are generally thick, whereas flatter keys range

from thick to quite thin.

Age and Moisture Resistance

The precise amount of time that wood requires to becomé dry depends
on the chemical composition, the size of the piece‘of wood, and the
enviroﬁment. A log in the humid climate of Java would take many years
to dry, while a piece of wood the size of a gambang key, even in Java,
should take no longer than about six moﬁths to reach its maximum
dryness, according to ethnobotanists. Javanese musicians do not con-
sider a gambang key to be truly lawas (lit. old) if it is less than ten
or 15 years old. There preference for old keys is acoustic: they feel
that the older a key, the more stable in pitch it is because it beccmes

increasingly resistant to moisture absorption.



Bronze, the most highly valued substance used in the making of
all the other keyed and gong instruments in the gamelan, takes up to
30 years to stabilize in pitch. It is quite possible that this
quality of bronze has been assumed by the Javanese to be a quality of
wooden keys as well, but there may also be validity to the reason they
give for preferring old keys.

One gambang maker I met was in the process of fashioning gambang
keys from the supports of his house, which he had just replaced with
new wood. He told me the supports had been made from "berléan' wood
over 40 years before and that, prior to being made into house
supports, the wood had been soaked in a nearby river for six months.
When I mentioned this to an ethnobotanist, he said that the chemicals
in a river in such a highly populated area as Jogjakarta could cause
chemical changes in the wood (replacing hydroxides with urea), which
would make the wood more resistant to moisture than a piece of wood
" aged outside of water. My informants told me that the practice of
soaking wood in the river occurs far less frequently now than it did in
the past. It would seem probable, then, that wood used for gambang
keys in the past was more likely to have been soaked in the river and
therefore become more resistant to moisture than keys made quite
recently.

According to Kunst, "Since moisture in the air causes the gambang
keys to expand and their pitch to drop, two of these instruments may
be found in the orchestras of some of the more sensitive lovers of
music; of these two, the one intended for the wet monsoon sounds a

few vibrations sharp in the dry seascn, but has the required pitch
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during the wet monsoon, whilst the other one, out of use during the wet
season, is in the dry momsocon in perfect harmony with the other, bronze,
instruments, whose pitch is not subject to the influence of moisture”
(Kunst 1949:187). When asked if some gamelans had two gambangs, one

for wet season and one for dry, my informants replied that they knew of
no such gamelan but confirmed Kunst's statement about the pitch dropping
slightly during the wet season and rising during the dry season. They
added, and probably correctly, that for gambangs with old keys, the

change of pitch would be negligible.

Summary

In summarizing the facts and opinions expressed by my informants
and other scholars concerning gambang keys, it is scarcely necessary to
go beyond the statement of the gambang shopkeeper who asked a seemingly
high price for one of his gambangs. A musician considers the keys to
be the most important element of the gaﬁbéng. 0f the types of wood
discussed, slangking is unanimously rated best and "berléan" rated next.
Both these woods are dark, have fine grain, and are heavy in comparison
with the bther wéods mentioned. A complete set of keys numbers 20 or
more with a tonal compass 6 (or lower) to 5 (or higher). If only ome
Pélog gambang is present, a complete set of keys includes sorogan,
increasing the total by four. A set of thick keys of a given type of
ﬁood is considered more valuable than a set of thinner keys of the same
wood, since the former would be more sonorous in all registers and could,
if necessary, be tuned several times without losing its tone quality.

Keys with a rounded top surface are preferred, presumably for visual



reasons; over keys with flat surfaces. Since old wood tends to be
drier and more resistant to moisture, old keys, other factors being
equal, are more desirable than new ones.

Thus,; the set of keys offered by the shopkeeper satisfied all
Jogjanese criteria for superior qualiry. Towards the end of my stay

I purchased the set without reservation.

Basic Playing Technique

In playing position, the gambang player sits cross—~legged on the
floor, facing the instrument. To his left are the lower-pitched keys,
and to his right the higher. 1Im each hand he holds one gambang beater
loosely by the stem and strikes the middle of the keys with the padded
circumference of the wooden disc. The position of the beater in the
hand varies from individual to individual. Prajasudirja (Figure 23)
holds the stem between his thumb and middle finger, with his forefinger
bent and resting over the top of the stem. Suhardi (Figure 24) also
holds the stem between his thumb and middle finger, but witﬁ his fore~
finger almost fully extended and pressing 1ightly-against the stem.

As one of the instruments which usuaily manifests the density
referent (DR), the gambang is played rather fast but should never be
played uncomfortably fast or uncomfortably siowly. In order to play
sufficiently and yet comfortably fast, the wrist must be flexible. In
the process of striking the keys, the gambang player moves his forearms
élightly, letting wrist movement accomplish most of the lowering and
raising of the beaters to and from the keys. The fingers hold, but do

not manipulate, the beaters.
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Figure 23. Prajasudirja
playing his own gambang.
Note in each hand the
forefinger bent and
resting on top of the
stem.

Figure 24. Suhardi play-
ing his own gambang.
Note in each hand the
forefinger nearly ex-
tended and pressing
lightly on the stem.
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If a gambang player is performing in the context of drama or dance,
he will usually not direct his eyes toward the gambang keys. If the
context is uyon-uyon, he is more likely to look at the instrument at
least part af the time, but I discerned no tendency to look at either
hand more tham the other, nor a need to do so to keep his place. This
may be due to the predominance of octave playing in contemporary

Javanese gambang playing.

Style Terminology

Both Prajasudirja and Suhardi describe their own style as banyumili
(1it. flowing water). This style of gambang playing, in contrast to the
others they mentioned, involves continuous motion in both the left and
right hand parts, playing on every (or nearly every) beat of the fastest
pulse. The gambang playing in the corpus of this study is almost
completely banyumili style.

Geter is the Javanese term for a ricochet technique in gambang
playing, used in the right hand only. The style of a player who makes
frequent use of geter is generally called grontolan (lit. like kermels
of cofn). Suhardi's occasional use of gefef, only for the first or
last few beats of a gending, would not ﬁe called 'grontolan' style, but
rather, the use of a few geter in the context of banyumili style.

One occasionally hears of a gambang player using a technique called
angklung. This term usually refers to a type of bamboo instrument
composed of two or three tuned bamboo tubes in a frame which is held in
one hand and shaken by the other. In the context of gambang playing,

the term is used to refer to the technique of playing on only the
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offbeats of the DR. This is occasionally necessitated if the drummer,
the tempo director of the gamelan ensemble, has set a tempo that is
uncomfortably fast for the gambang. Ideally this should not occur, but
in order to give the feeling of the DR pulse, only the offbeat pulses
are played. The following figure shows the difference between

banyumili, grontolan, and angklung styles.

sy right hand: J J J J J J J
Banyumili: left hand: r r r r r r r etc.
Grontolan: riﬁz ::Ej ﬂ ﬁ ﬁ ﬂ ete. (slow)
. rrfr
Angklung: rizgz 2223 P 7 7 ‘P 7 ‘P etc. (fast)
TPTOTOTD

Figure 25. Rhythmic Character of Banyumili, Grontolan, and Angklung.

Damping:the sound of the keys, an essencial feature.of the playing
technique of the other keyed instruments, is not normal on the gambang,
due to the fast decay of the sound. In the past, however, there was a
style developed, exclusively in Jogjakarta, I believe, which involves
damping some of the keys. In this style, called glebeg, the left hand
touches the key which it is striking, or the key which it has just
struck (both occur) thereby damping the sound. This occurs only in the
left hand, according to Prajasudirja (see Figure 27). He also mentions

damping in the right-hand part, in which the beater rather than the hand
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is used; After the beater strikes the key, it is held down for just an
ins:ant,.thereby damping the sound. He feels this type of gambang
damping may be included in the category 'glebeg' but is more certain
that this germ applies to the left-hand damping technique. While he
and other gambang players can perform this rather difficult technique,

it is no longer in vogue.

Octave Register

Whatever techniques or styles are uéed, the basic orientation in
gambang performance is playing in octaves (i.e., doubling at the octave).
The terminology for octave register om the gambang assumes octave-play—
ing and divides the gambang into three registers: high, middle, and
low. For octave combinations of left and right hand, as shown in
Figure 26, low register is represented with a subscript dot, and high

register with a superscript dot.

Register: (middle) 1 2 3 5 6

Register:  (low) 1'2°3°5"6’ (nigh) 12 356

(The lines point to keys played by both hands but do not
Tepresent position of beaters or forearms to keys.)

Figure 26. Octave Register on the Gambang.

In Javanese, several sets of terminology for register are in common use.

High register is called ¢ilik (1lit. small) or nduwur (lit. above, at
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—-—

Figure 27. Prajasudirja demonstrating *glebeg' technique:
damping the key with his left hand.

Figure 28. Gambang gangsa of the Jogjanese kraton
gamelan Kyai Guntur Sari.
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the top). Middle register is called tengah (lit. middle, center). Low
register is called gedé (lit. big, large) or ngisor (1it. below, at the
bottom). Hence, 'middle 3' (iiﬁi tengah) would be realized om the
gambang as the simultaneous sounding of the gambang tones 3 and 3,
according to the figure above. There is no term for the octave combi-
nation of 6 and §, or anything lower. It might be referred to as 'very

low six', for example, but it occurs rarely.

The Term 'Gambang'

In the previous section a description of the instrument known in
contemporary Java as 'gambang' has been presented. From that descrip-
tion, it is apparent that the term has a rather wide gloss. Whether a
gambang has elaborate carving or nomne, whether it has 17 keys or 23,
whether the keys are made of fine old slangking wood or new jati wood,
whether it has a Solonese or a Jogjanese grobogan, it would undoubtedly
be identified as a gambang by the Javanése. Yet the term 'gambang' is

found elsewhere with broader or different referents.

Gambang Gangsa

Thirty or 40 years ago the term gambang had a wider gloss for
the Javanese. The instrument now known simpiy as 'gambang' was at that
t;me properly referred to as 'gambang kayu' (1it. wooden gambang; mean-
ing the keys are méde from wood) to distinguish it from the now rarely
used 'gambang gangsa' (lit. bronze gambang; meaning the keys are made
from bronze).16 As Moyle has pointed out with respec; to Samoan instru-

ments, "In some cases where the name of an instrument consists of two
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words, éhe first is a general term followed by the name of the material
from whi;h it is fashioned..." (Moyle:1974:57). This brings up the
question of what the genmeral term 'gambang' wmeans.

The description of a gambang kayu appearing at the beginning of
this chapter serves as a general description of a gambang gangsa as
well, but with two differences. first, the keys are bronze, not wooden.
Second, the keys rest on woven squares ofrattan(cawonan),l7 rather than
soft strips of cloth. With these two differences, the only contrast
between a gambang gangsa and a saron is the method by which the keys are
attached to the respective resomator. The method of attachment appears
to be one identifying feature of the gambang (gangsa or kayu), but there

are others.

Resonator

The gambang gangsa illustrated in Figure 28 belonging to the Jogja-
nese kraton gamelan Kyai Guntur Sari, has a gfobogan resonator, as one
might expect for an instrument in the category 'gambang'. But the shape
of the grobogan more closely resembles the form that is typical of
Surakarta. The resonator of the gambang gangsa from a Mangkunegaran
gamelan ;llustrated by photograph in Kunst (1949:426, ill. 71) is not a
grobogan but looks like a saron resonator elbngated to aécommodate 15
keys. Although hand drawn plates are not always reliable for detail,
Raffles' drawing of a gambang gangsa (1817:plate opposite 470) also
portrays what appears to be an elongated saron resonator, while the

gambang kayu portrayed has a Solonese-looking grobogan.



91

A ;loser look at the two photographs and Raffles' drawing reveals
that the.keys on all the gambangs are separated by pins on one side of
the resonator and pierced by pins on the other, in the same manner as
the keys of a gambang kayu. Raffles’ ;rawing of a saron distinctly
shows two holes per key. (There is a ten-keyed instrument in this same
plate labelled selantam, for which, unfortunately, no holes are shown--
this is most likely an inaccuracy in the drawing.) It appears likely
that the way a key is attached to the resonator is more-fundamencal than

the type of resonator in determining the taxonomic category 'gambang’.

3eater

From written sources, it seems that two different types of beaters
are, or have been, used to play the gambang gangsa. The photograph in
the notes accompanying Brunet's record album "Java: Gamelans from the
Sultan's Palace in Jogjakarta" (Brunet 1973:14) shows two mallets with
curved horn heads, similar (if not identical) to the type of beater
normally used for playing the peking. Raffles' hand drawn élata
(Raffles 1817:plate opposite 470) also shows two guch beaters. Kunst's
illustration (1949:426), however, shows t&ovbeaters resembling much
more closely those used for the gambang kayu, except that the discs
appear to be unpadded. Thus, not only are there two types of resona-

tors, but also two types of beaters.

Keys

As in the case of gambang kayu, the number of keys varies from one
gambang gangsa to another. According to Kunst, there are generally 14

to 15 keys (1949:171). Earlier reports by Groneman (1890:37) anc
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Snelleman (1918:814) describe instruments with 15 keys. Crawfurd (1820:
plate opposite 340) gives the approximate pitches of a gambang gangsa
numbering only 11 keys, with a tonal compass of two octaves in Sléndro.
Raffles' hand drawn plate (Raffles, 1817, Vol. I:plate opposite 470)
also shows 15 keys. The only gambang gangsa I have seen, depicted in
Figure 26,has 19 keys.l8

Concerning the pitch vocabulary of the keys, it is difficult to
report anything certain. Kunst states, "Both in sléndro and in pélog
the gambang gangsa sounds all the tones of the scale; this is in con-
tradistinction to the gambang kayu, which, in pélog, never sounds the
tone pélog [pitch degree 4], and, further, leaves out either the bem or
the barang" (1949:171). Kunst does not state whether the gambang gangsa
in his illustration 71 is Sléndro or Pélog. Raffles lists his hand
drawm gaﬁbang gangsa as salindro (i.e., Sléndro), and it 1is certain that
the Kyai Guntur Sari gambang gangsa is Pélog (Surjodiningrat et al.
1972:53). That the latter has 19 keys would tend to support Kunst's
statement concerning the presence of all tones per octave, for a
19-keyed Pélog instrument, then, would encompass roughly the same tonal
range as a l4- or 1l5-keyed Sléndro instrument: nearly three octaves.
Several informants say they think a P&log gambang gangsa includes ouly
five tones to the octave, like a Pélog gambang kayu. They are unsure
whether there are sorogan keys for gambang gangsa.

In a list of the instruments in each gamelan of the Jogjanese
kraton, none of the six Pélog gamelans have more than one gambang
gangsa, though four of these have two gambang wayus: one Pélog Bem and

the other Pélog Barang. If there were two gambang gangsas, we might
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assume that one was P&log Bem and the other Pélog Barang. Curiously
omitted by Kunst in his section about gambang éangsa is a remarkable
statement by Groneman which may explain the confusion over the tonal
compass of Pélog gambang gangsas. He states that the Pélog gambang
gangsa, which may be called selukat19 (at least in the Pakualaman
court), has six tones pei octave: including béth barang and bem but
omitting pelog (pitch degree 4). Hence the pitch vocabulary per octave
would be the same as two Pélog gambang ka?us (Ben and'Barang) combined.
It is possible that all these sources are correct and that all
these types of instrument exist, or did at one time, but I find
Groneman's explanation most plausible. Considering that the instrument
is very rarely used today and that Kunst notes its increasing obsoles-
cence, it is possible that Kunst heard a gamb#ng gangsa sound both
barang and bem and tﬁerefore assumed that, unlike the gambang kayu, all
seven pitch degrees were present. Similarly, my informants may have,
focused their attention on the absence of pitch degree 4 and therefore
assume that, like the gambang kayu, only five pitch degrees were present
on the gambang gangsa at any one time. The lack of detailed ‘information
on this instrument makes it difficult to draw any conclusions concerning
tonal compass and pitch vocabulary of the Pélog gambang gangsa. The
range for Sléndro gambang gangsas is, ‘in all cases mentioned, two
octaves or more; presumably it is not significantly different for Pélog

instruments.

Playing Technique

My informants corroborate most written sources in agreeing that the

gambang gangsa is played with two beaters and that the part played is a
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simple elaboration of the balungan. More specifically, the player
sounds a key first with his left hand and then the key one octave
higher with his right hand in fairly rapid alternations. My informants
consider the octave orientation in’playing sufficient grounds for the
application of the term gambang to the instrument. Yet one report
states explicitly that the gambang gangsa is played with one beater
(Helsdingen 1913:25). Were this the only evidence of a single beater
technique, it might be dismissed as possibly carelesé reporting or an
unusual performance. Brandts Buys, who wrote a number of articles on
Javanese gamelan and its music, says that on the gamelan Kyai Mega
Mendung in Jogjakarta he saw what he surmised to be several amateur
musicians playing a gambang gangsa, each playing one half of the instru-
ment with a'single beater, sounding the balungan (Brandts Buys 1938:
220). Yet he mentions this example as an exception to the normal
playing technique (i.e., one person playing in octaves, alternating the
left hand and the right hand, and sounding something other than the
balungan). This same playing technique is described in a note by Land
in Groneman (1890:105); and, as Hood says of Groneman's "Bijlage D"

(a score given in Groneman 1890:118-23), '"although the two . gambang
[kayu and gangsa] play different parts, they show the same character

in contrast to the balungan melody' (Hood 1954:242).

Gambang Gangsa and Gambang Kayu

Judging from available sources of information, both these Javanese
instruments have the following peints in common:

1. A set of keys resting over a trough resonator and held in
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place by pins piercing a hole near one end of each key and
separating adjacent keys near the other end.
2. A range of two or more octaves, hence multi-octave.
3. Played (almost always) with two beaters, primarily in octaves
and with some independence from the balungan.
Given the octave orientation in playing, it is evident that a two-octave
range would be necessary merely to accommodate a single-octave melody
played in octaves. With one exception (Crawfurd lSZd:plate opposite
340), the ranges in Sléndro are greater. In Pélog, even if the 19-keyed
gambang gangsa has all seven Pélog tomes to the octave, its range would
exceed two octaves by four keys; and if it has only five or six tomes
per octave, its range would exceed three octaves. Based on the informa-
tion at hand, the gambang gangsa, while more limited in range than the
gambang kayu, may be played (in octaves) with a range greater than one
octave. |
Some notation systems, including that used in the Jogjanese kratom
(as well as many published booklets), include not only the pitch degree
of the balungan, but some indication of register for non-balungan ins-
truments as well. Without going into the details of Jogjanese kraton

notation,zo I quote a passage from Kunst:

Since the staves cover only a single octave, any vocal
melody—-which usually extends over more than two octaves——
could, if the notation-system in question were to be used
for the reproduction of such a melody, be represented only
in a "folded-back™ form, i.e. condensed into one octave;
this is circumvented, however, by giving the notes, when-
ever the theme exceeds the limits of the middle octave, an
appendix in the form of a tiny stroke directed downwards
on the slant, and pointing to the l:I: when the melody
moves to the lower, and to the right when it moves to

the higher octave...



In instrumental scores these strokes appended to certain
notes may also occur, although the nuclear theme as
beaten upon the saron or the demung, is limited to a
single octave, and can therefore manage without those
accessory lines. In this, however, the said lines sig-
nify that the gambang variaticu-play is expected to move
towards and in the lower (ngandap) or higher (ngelik)
register; ornamental playing to nuclear tones without

any appendix takes place in the middle register (tengah).

(Kunst 1949:351)21

The type of gambang is not specified. Presumably the gambang kayu is
implied for soft-playing; but for loud playing, in which the gambang
kayu is customarily silent, it seeﬁs likely that the register indi-
cators are intended for the gambang gangsa. It should be added that
the octave register not only of the gambang part but also of the parts
played on other multi-octave instruments is an essential aspect of
‘proper' performance; it is not a matter of individual whim or momen-

tary inspiration.

Some Non-Javanese Gambangs

Outside the Javanese cultural area, there are instruments known as
gambang, or whose names bear obvious resemblance to the term 'gambang’.
For the remainder of this study, a 'gambang' is assumed to have wooden

keys, except where specified otherwise.

Sunda (West Java)

Two Sundanese gambangs are illustrated in Kunst (1949:454-55, 1ill.
162 and 163), showing great similarity to the Javanese gambang. A de-
scription of the resonator, arrangement of pins, the beaters (two in
each case), and keys (20 in one, and 18 in the other) of these two

2
Sundanese gambangs would apply just as well to a Javanese gambang.

96
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According to a Sundanese dancer-musician living in Jogjakarta, the
gambang in Sunda is played primarily in octaveé éﬁd'is imporﬁani in
showing the register as a composition unfolds. Socemintaatmadja
(1967:7) talks cof the Sundanese gambang as a "wakil rebab" (lit. second
in command to the rebab) and an indicator of the 'lagu'. As mentioned
above, 'lagu' may mean 'melody' or 'song', but im the context of
Javanese (and perhaps Sundanese) orchestral compositions, it implies,

among other things, octave register (See Chapter V).a

Bali

A Balinese gambang is remarkably Aifferent ffom either the
Sundanese or the Javanese. The keys, made from bamboo, are 'suspended
over a shallow wooden trough'" (McPhee 1966:32) by means of string pas-
sing through a hole near either end of each key. The range is two
octaves (seven tones to the octave). The keys are not arranged in
graduated lengths, in contrast to Javanese and Sundanese gambangs (see
McPhee 1966:274-5; and ill. 77 and 78.) The Balinese gambang is,
however, very definitely played in octaves. In fact, the seemingly
irregular arrangement of keys and the forked constructicn of the
Balinese gambang beaters enable the player to execute complicated
passages, playing octaves with each hand. This same type of beater
and gambang is depicted on the fourteenth century temple Panataran
.(in eastern Java) énd is assumed to have been formerly used in Java.
As Kunst points out (1968:74) they are not found in present-day Java.
Kunst speculates that the coming of Islam to Java (and not to Bali)

may well account for the disappearance of this type of gambang in Java,
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for it is used exclusively for Hindu cremation ceremonies in Bali. He
has, however, seen bamboo-keyed instruments in Java and has célled them
gambangs, presumably because the Javanese also called them gambangs
(Kunst 1968:74).

McPhee warns his reader against confusing the Balinese gambang
with the Javanese gambang. Indeed, there are instruments in Bali whose
physical appearance more closely resembles the Javanese gambang:
notably the cungklik ("with wooden keys lying across a deep soundbox'')
and grantangZ3 ("whose keys consist of a series of tuned bamboo tubes,
open at one end, and hung horizontally within a frame') (McPhee 1966:
32). Both these instruments encompass a range of two octaves (McPhee
1966:234) and, at least in McPhee's score (1966:237), are played ex-
clusively in octaves.

In Bali, then, the term 'gambang' applies to a certain type of
multi-octave xylophone, but not to the Balinese instrument most like

the Javanese gambang: i.e., the cungklik.

Sulu Archipelago, Southern Philippines

Sulu, much further from Java than the island of Bali, has xylo-
phones called gabbang whose physical appearance is very similar to
the Javanese gambang kayu. The resonator, the method of attaching keys,
the number of beaters, and even the number of keys (17 to 22) described
by Trimillos (1972:177-8) fit the description of a Javanese gambang
kayu as well. The gabbang is heptatonic, however, with keys usually
made of bamboa (Trimillos 1972:177). It is not played primarily in
octaves but in what Trimillos has ;alled "inflected monophony" (1972:

283).
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Throughout Southeast Asia,
multi-octave keyed instruments.
let alone to attempt to compare
beyond the scope of this study.
intended to give perspective to

mention of the gambang in three

that the term 'gambang' applies
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there are many xylophone types and

To mention all of them even briefly,
each with the Javanese gambang, is

The several mentioned above have been
the present study. Yet from the brief
non-Javanese cultures, it is apparent

to: (1) certain types of multi-octave

xylophones (with the exception of the Javanese gambang gangsa),

(2) played with two beaters, one held in each hand, (3) primarily in

octaves (with the exception of the gabbang of Sulu), (4) and whose keys

are kept in place over a trough

a hole near one end of each key

resonator (5) by means of pins piercing

and separating one key from the next at

the other (with the exception of the Balinese gambang).
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Notes to Chapter III

lAny of several types of wood may be used, and the number of keys

varies from instrument to instrument. See further page %6.

2Kunst (1949:185) and Poensen (1872:104) mention neither of these
terms but give instead sumpilan (lit. rope-like) and tawonan (lic.
bee-like). I heard the term 'tawonan' used to refer to the rattan
upon which the metal keys of the saron instruments rest, but neither
of these terms were used by my informants in discussing the gambang.

3The more widely used term is 'paku' (lit. nail). In-fact, the
pins on some gambengs I saw were nails. Prajasudirja, however,
uses the term 'ancer' (lit. mark, marker).

4At Pandi's Art Shop in Sanur, Bali, I saw an instrument with wooden
keys that were carved decoratively on each end. The owner of the
shop had no idea as to its origin but referred to the instrument

as a "gambang Cina" (lit. Chinese gambang).

5

Gong kemodong consists of two low-pitched metal keys, very cleose in
pitch to one another, suspended over a wooden box.  Inside- this

box is often an earthen pot which serves as the primary resonator.
'Grobogan' does not mean 'resonator', but can be the resonator,

as in the case of the gambang.

6These amounts are approximate, since prices are not fixed on many
items sold in Java. A clever bargainer may, for example, convince
a salesman to sell a '$50.00 gambang' for only $25.00.

71 asked Dr. C. H. Lamoureaux, an ethnobotanist at the University of
Hawaii, to check the term 'slangking' during a short trip to Java.
He consulted with Dr. Kuswadi and others there, none of whom had
heard that term used for a type of wood.

8My informants and two others: Ki Wasitodipuro, a reknowned expert
on Javanese gamelan; and Sudarta, a musician employed at R.R.I.
Jogjakarta who often plays gambang for the radio broadcasts of
karawitan.

9Oral communication from Roger Skolmen, a Ph.D. candidate in botany
at the University of Hawaii and an employee of the Hawaii State
Forestry Division.
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1OKuns:'s identification of rawan (Eugenia aromatica) as nutmeg tree

(Kunst 1949:185) is not correct. The English equivalent of rawan
is clove tree.

11 . R
Oral communication from Dr. Lampureaux.

1zThe Javanese talk of bronze, brass, and iron gamelans, distinguish-

ing the metal used for the keys and gongs of a particular gamelan.
Iron is the cheapest of these three metals and is more often asso-
ciated with the folk tradition.

1BIt thus appears that A. M. Jones' statement (1964:125) that gambang

keys "are of teak or bamboo" is most misleading. He refers to Kunst
but seems to have overlooked the many Javanese names for wood given
by Kunst.

14These two gendings are both classified as 'Pélog patet Nem' but .

 have lengthy sections which the Javanese recognize as patet Barang
due to the exclusion of pitch 1 (bem) and the frequent use of pitch
7 (barang).

lslf a gambang is purchased separately, it most likely will not be in

tune with the instruments with which it is to be played. Further-
more, ‘'new’' keys may have to be returned several times as the wood
ages. _

16In Jogjakarta in 1974, I found only one man (Jayenggati, a musician

in the Jogjanese kraton) who was acknowledged to be a player of the
gambang gangsa. Nineteenth and early twentieth century descriptions
of Javanese gamelans list the gambang gangsa as no less essential
than any other instrument. Just why it has almost disappeared from
use is a matter for speculation.

17Cf. note 3. (Chapter III) and see further Chapter II, page 25 (sarom).

181n the explanatory notes to the recording "Java: Gamelans from the

Sultan's Palace in Jogjakarta" (Brunet 1973:14), the number of keys
on this gambang gangsa is given erroneously as 16.

According to Kunst (1949:165-6), 'selukat' (also, 'selokat') is a
synonym for the (single octave) 'peking', and the term 'gambang
selukat' is synonymous with 'gambang gangsa'.

19

onhe Jogjanese kraton notation is explained in detail by Kunst
(1949:350-354) and by Becker (1972:39-40).
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21Kunsc's "ngandap" for low register and ''ngelik" for high register are
used in the same sense as the terms I listed for register on page 87
and 89. 'Ngandap' is the polite Javanese (krama) word for 'ngisor'
(1it. below, at the bottom). 'Ngelik' means licerally, to go up; and
I found this term more frequently used to refer to a section of a
gending characterized by singing and the playing of the multi-octave
instruments in the high register, at least for part of the sectiom.

22According to Kunst (1949:358-9), the gambang gangsa is occasionally

encountered in Sunda and may be referred to as either dempling or

kedempling.

23 ; . . . .
The word garantang appears in the introduction to the Jogjanese kraton

collection of gendings in notation and is considered by Javanese and
Western scholars to be an ancient Javanese word for 'gambang' (Kunst
1949:16; and Hood 1970:151). Kunst points out in another work
(1968:73) that "the name gambang itself has come down to us through
01d Javanese literature, e.g. several times in the Malat, the earliest
date of which is late Majapahit (fourteenth century).”
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CHAPTER IV

TRANSCRIPTION: METHODOLOGY AND CORPUS

Choice of Corpus

The corpus consists of six gendings in strict form (see Chapter II),
all of which are heard primarily “n the context of uyon‘uyon.l I choose
to concentrate on ‘the one céntext in which the music is, at all times,
the focus of attention, rather than to survey gambang playing in its
various contexts. The Javanese teachers of karawitan that I witnessed
invariably introduced new students to the music through gendings in
strict form. In order to obtain a meaningful sample of strict form
gendings used primarily for uyom-uyon, the three most frequently used
strict forms are included: Ketawang; Ladrang; and Gending Ketuk 2 Xerep,
Ndawah Ketuk 4. The corpus includes playing in all five iramas and,
with the exception of Sléndro patet Nem, all patets of both Sléndro and
Pélog. Both types of Pélog patet Nem ('Sanga' and 'Manyura') are
chosen for contrast.2 The corpus does not include any gending whose
patet classification is disputed.

The focus iﬁ this study is the gambang playing of one niyaga. This
contrasts with the study by Suparmo (1973) which presents samples of the
gambang playing of four niyagas. My purpose is to investigate the play-
ing of one from a number of analytical viewpoints in hopes of suggesting
interesting areas for further research with a larger sample of gendings
and niyagas.

Suhardi, whose gambang playing constitutes the corpus of this

study, once told me that he had wished for some ycars that he could
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become all the players and singers performing a gending at one time.

1If he could, he explained, the resulting sound product would be
superior to that in actual performance practice, with different people
playing and singing each part. 1In essence, what he said is that the
more nearly identical the conceptualization of a gending by all players
and singers, the more musical logic in the sound product. In reality
the ideal performance never occurs, since one musician never will have
precisely the same conceptualization of a given genqihg as another.

In cases where conceptualization by the performers is nearly identical,
he said, the sound product is pleasing; but if conceptualizations vary
too much, the resultant sound product is something less than pleasing
and at times chaotic. The extent of sameness in the conceptualization
of a gending determines the extent of ‘harmony' in the sound product.
Variety, he feels, should not come from different conceptualizations
of a single gending but from different individual realizations of the
same conceptualization. These individual realizatioms are determined
by the norms of performance practice and sometimes by the feelings and
individual preferences of the performers.

During my studies with Suhardi and my other informants, it became
clear that certain parts are more important to the context of gambang
playing than others. In a performance in which the complete gamelan
(as described in Chapter II) is used, the following parts form what
may be called the 'core context' of gambang playing: rebab, gender,
gérong, pesind2n, and slentem (playing balungan).

To exemplify gambang playing in its 'core context', Suhardi's

realizations of parts other than the gambang are given for Ketawang
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Puspawarna, Sléndro patet Manyura (Corpus I). The pesindén part is
performed by Suhardi's wife, who was formerly his pupil and shares his
conceptualization of the gending. The gambang, gend2r, and gérong
parts transcribed are all performed by Suhardi at separate times. For
the recording of each of these, the balungan, as taught by Suhardi, is
played on the slentem by one of his studeats, Kartone. An accomplished
musician keeps the other parts in mind even when they are not actually
played. In the transcription of Ketawang Puspawarna 1in this study, all:
these parts are 'put together' as if played simultaneously.

For the other gendings in the corpus (Corpus II-VI), only the gam-
bang part is transcribed. The decision to transcribe and analyze
gambang playing taperecorded without the full gamelan sounding was
deliberate-—the aim being to notate accurately the todes played. In a
recording of a complete gamelan performance, the tones of the gambang
are frequently 'swallowed up' by the tones of the more sonorous metal
instruments. Even when audible, it would be extremely difficult and
at times impossible to identify rests in only one hand or non-octave
intervals. This raises a question concerning the meaning of gambang
playing 1if the anience cannot hear all that is played. Indeed, unless
a member of the audience is relatively near the instrument, he is likely
to hear tones produced on the gambang only some of the time. The other
musicians will hear a greater percentage of gambang tones, and only the
gambang player and those nearest him will hear all of them. During my
two trips to Java I have often sat very near a number of gambang
players and have found that 'wrong' tones are very common and are not

nearly as significant in Javanese criteria for musical excellence in



gambang playing as other features (to be discussed in Chapters VI and
VII). It is for this reason that occasional 'wrong' tones were not
considered significant enough to merit retaping the entire gending.

In the transcriptions, these 'wrong' tones have been ‘corrected' so
that the analysis does not have to account for the unintended. In
Ladrang Pangkur (Corpus VI), there are two places which Suhardi iden-
tified as 'trouble spots' while listening to the playback of the
recording. The gending was played and taperecorded‘;gain; but he felt
that the first performance was better overall. For this reason, the
first performance is transcribed, with the 'trouble spots' indicated

as such.

Methodology of Transcription

The gendings of the corpus were transcribed by ear from 7% ips
reel-to-reel copies of the original field recordings. The transcrip-
tion process was commenced with the tapes at normal speed. Each
transcription was revised from listening to the tapes at half and
quarter speeds, and checked again at normal speed. The level of

specificity for all parts transcribed is one half of one DR pulse.

Transcription Format

The transcription format is relevant to the indigenous system of
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talking about gendings: complete title (form, name, tuning system and

mode), indigenous names of sections within a single gending, colotomic

structure, irama, tempo (given in metronome markings), type(s) of

drum(s) used, balungan, and conceptualized melody (called 'lagu').
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In‘keeping with what Hood labels the "Hipkins solution" (Hood 1971:
90-93) té musical notation of non—Wéstern music, I have decided to use
the kepatihan cipher notation system, used widely in Java, for the
indication of pitch degree and register.3 Tﬂe choice of this system
precludes the cultural biases inherent in Western notatiom, particularly
with respect to absolute pitch and equal-tempered intervals. While this
may be a hardship for some readers, it will make the data more acces-
sible to the Javanese.

The register markings for each part are relative to the tessitura
of the particular instrument or voice range. For example, a male sing-
ing 2 (‘high 2') and a female singing 2 ('middle 2') are actually sing-
ing the same tone. 1In this way the transcription reflects the Javanese
perception of register, in which they recognize the individual character
of each part as well as its relation to the whole.'

For the duration layout, the density referent, almost always mani-
fested by the gambang, is chosen as a constant. The tempo of the
density referent is more nearly the same in each irama than that of
either the balungan or lagu beats. The choice of density referent is
closer to a graphic display of real-time, than would be that of either
the balungan or lagu beats as constant.

Except when there is a change of irama, a single score contains
32 DR pulses, a meaningful grouping in any irama. In irama seseg, this
is two musical sentences; in irama I, one musical sentence; in iramas
IT and III, one gatra (measure); and in irama IV, half a gatra. A
change of irama is represented by a solid vertical line at which point

the eye should shift immediately to the score beliow: . for example,
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’Corpus iI: 2 and 3. The resultant blank space on the page does not
represent any rest or pause in the music, but is necessitated by the
format which assumes 32 DR pulses per score.

The meter of Javanese music, mostly duple with duple subdivisionms,
is not different from much of Western art, folk, and popular music.
Javanese systems of notation, however, represent meler differently
from standard Western notation. A grouping of four (4/4 meter) is
normally notated in the West as /a b c d/a b ¢ d/a b c d/a, with
greatest stress on the first beat (a) and often secondary stress on
the third (¢). These same four beats with the same stress pattern
would be grouped by the Javanese as a/b c d a/b c d a/bc d a/. Beat
'a' has the greatest stress (although not necessarily accented in Java
in the ways Western 'stressed' beats or downbeats are) in both group-
ings, and beat 'e¢' has secondary stress. However, beat 'a' ié called
the fourth beat and beat 'c' the second beat in the Javanese grouping.
In a grouping of beats by the Javanese system, it is the last beat and

not the first which is the downbeat.
Gambang
The gambang is played predominantly in octaves:

r.h. 5653231655511612

N

1.h. 1653231655515612

- e T e ae s .

To facilitate reading, especially at high speed, and to make non-octave
intervals immediately apparent, only the right-hand part is notated
except where the left-hand part is something other than one octave

below the right-hand part:
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r.h. 5653231655511612

l1.h. 1 S

The system chosen conveys the same amount of information as the former,
but with greater economy.

It is important to keep in mind the Javanese way of hearing the
gambang part--at least the way my informants say they hear it. First,
it is the left-hand part that is fundamental and 'more important' than
the right-hand part. Suhardi says it should be sligﬁély louder than
the right-hand part. In vocalizing gambang passages, my informants
sing the left-hand part. In cases where the left hand rests, the "
rﬁght-hand part is sung an octave lower, 'filling in' the rest. At this
point my choice of the right-hand rather than the left-hand part for
notation in full is brought into question. I experimented with the left
hand notated in full and found, among those people whom I asked to read
passages written both ways, that the eye actually focuses on the few
notes in the part not notated in full. Since the left-hand part is the
more important, it is desirable that the eye focus on the left-hand note
where it differs from the usual octave relationship with the right-hand
note.

Since gambang parts are rarely written out, the designation of
octave register of the gambang keys is not standardized. In Chapter III

and in the transcriptions I have chosen the following:

[ ]

Lde
S
ONe

Sléndro . s

[ 8]

e
e
Ohre

Pélog Barang 67 2356723567235672
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Another workable possibility is the following:

Sléndro
& Pélog Bem

w
Ore
e
N3
(¥ 3
w
(o))

6§12356123561233

e
e
Ohe
~3
N3
W

wni
(o)}

Pélog Barang 6 723567235672

$i

My choice of the former is determined by my choice of the right-hand
part for notation in full, simply because it involves far fewer
register dots, thereby making the tramscription easier to read.
The sounding of 3 (using the former system) in the left hand,

whether or not the right hand sounds the tone one octave higher (3),

is identified by the Javanese as gambang tone 3 (middle register). 1In
discussing the register of gamb;ng playing, then, neither the left-hand
part nor the right-hand part is discussed separately, but rather the

combination of the two (i.e., the 'gambang part').4

Balungan

Javanese cipher notation may include register markings in the
balungan notation, which are intended as guidelines for playing multi-
octave instruments. Since the balungan is a single-octave phenomenon
in its realization, in this study it is notated as such. For Sléndro
gendings, distinction is made in the realization of the balungan
between 1 and i, and this distinction is incorporated into the trans-
cription. In the occasional cases of discrepancy between the balungan
‘tone actually played and that most preferred by Suhardi, the tone most
preferred is given in the tramscription. The balungan part appears in

the line ‘above the gambang part.
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Colotomic Structure

The same symbols used for colotomic structure in Chapter II are
used in the transcription. Although the colotomic instruments have
definite pitch, it is the structure that is important here and there-
fore their position rather than pitch is notated. For the sake of
convenience, these symbols appear above the gambang part in the same
line as the balungan part, immediately following the balungan tone/

beat with which they coincide. *

Lagu

The multi-octave conceptualized melody (lagu), as dictated by
Suhardi, is written above the balungan/colotomic structure line, but
only when different from the balungan in pitch degree or register or
where there is no corresponding balungan tone. In order to avoid
confusion with the balungan and to indicate the conceptual nature of

the lagu, it is notated in parentheses, for example (6).

Gendér

The gendér is played with two beaters, one held in each hand.
Unlike the gambaﬁg, it is not played predominantly in octaves. There-
fore,‘the parts of the left and right hands are notated in full.
Usually a tone sounded by one hand is not stopped until the next tone
in that hand's part is sounded. When one hand stops a tone before
it sounds the next one, the symbol o is used in the transcription.

The arrangement of keys on the gendér is as follows:

(Sléndro) 6123 5612356123
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Rebab

The rebab is capable of producing microtonal deviations from the
tones of the fixed-pitch instruments. In the gending transcribed,
such deviations are not essential or meaningful ('emic'), according to
Suhardi, and are therefore notated as the nearest toue in the fixed-
pitch scale. {In a study devoted to rebab, such deviations should be
dealt with, but the focus here is the gambang and its contexts.)

While it has been pointed out in Chapter II that the rebab has
one string affixed to the instrument in such a way that two independ-
ently tunable portions are available to the player, it is, in practical
terms, a two-string spike fiddle. Due to the proximity of the two
strings, the fingers of the left hand, to my knowledge, always touch
both strings simultaneocusly. Articulation, which sometimes involves
bowingkof both strings, is shown in the transcription with notation of
only the essential tone.

The strings of the rebab are turned to 2 and 6.

Gérong and Pesindén

Like the rebab part, the male vocal (gérong) and female vocal
(pesindén) parts occasionally involve microtonal deviations from the
fixed-pitch scale. According to Suhardi, such deviations in the
gending transcribed are not essential or meaningful ('emic'). There-
fore they are notated as the nearest tone in the fixed-pitch scale.

The range of the gérong part in the gending transcribed is 6 to
3 (in the male tessitura). Because the range of the pesindén part is

identical, but one octave higher, it is also transcribed 6 to 3.
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%

Gambang,

Key to Symbols

a change in irama.

unmeasured pause (not a rest).

Gendér, and Balungan

Gambang
/ =
\ =
- =
N\ =

L]

a rest in the density of the part in which it appears.
(Gendér density is conceived by the Javanese to be one
half the gambang density in each irama.)

right hand tone sounded slightly (perceivably, but less
than one half a DR nulse) before the left hand tone.
For example:

5 means 5 is played in the right hand slightly
before 1 in the left.

; means 5 is played in the right hand slightly
before 5 in the left.

left hand tone sounded slightly (perceivably, but less
than one half a DR pulse) before the right hand tomne.

delayed slightly (perceivably, but less than ome half a
DR pulse).

geter (ricochet; see Chapter III, page 85).

intended tone (in cases where either the player rested
unintentionally or sounded a 'wrong' tone).
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Colotomic Structure
t = ketuk
P = kempul
n = kenong
w = wela (colotomic rest)
ng = gong and kenongs
Gendér
o = stopping of a tone by one hand before that hand sounds

the next tone.

Rebab, G&rong and Pesinden

7/~ -

‘glissando of more than one tone.
tie (tone continues from one score to the next).

end of a held tone, indicating silence following the
symbol until the next note.

tone 2 is articulated, held, and articulated again.
(Tone 2 is chosen merely as an example)

an ornament not :ranscribable at the chosen level of
specificity (one half of one DR pulse).

kendang gending enters.

kendang ketipung enters.

rN e
'ﬂ
2 2 =
" =
Type(s) of Drum(s)
KG =
KK =
KC =

kendang ciblon enters.
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Tempo - .

4DR=ca 80 = ’Tour density referent pulses occur at a rate of
about eighty per minute.' {4DR is one eighth of one
line, and is almest always the same as four gambang

beats.)
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Corpus I: Ketawang Puspawarna, Sléndro Patet Manyura

fhe name 'Puspawarna’ means 'types of flowers'. The text of the
vocal part describes different types of flowers, which are usually
considered to symbolize different types of young women. This gending
is usually described as happy (gembira).

I have heard it played most often as the opening gending in the
concert 'Uyon-uyon Murya Raras', broadcast live from the Pakualaman
once every five Sundays.6 In the context of wayang iulit I have heard
it played once.

The gending is in Ketawang form with two sections: the umpak-umpak
(a section characterized by singing and playing mostly in the middle
and low registers and usually without gérong) and agelik (a section
characterized by singing and playing mostly in the high register and
usually with gérong). After a short introduction (buka) on ﬁhe rebab,
the umpak-umpak, consisting of one éongam, is played twice. Near the
end of the repetition of this gongan, a signal from the rebab indicates
transition to the ngelik section, consisting of three gongans. This
performance ends with a ritard at the end of the ngelik section. This
is considered a complete performance but a short one, since it ends
after only one statement (wi;hout repetition). In a more extended
performance, the ngelik would be followed by the umpak-umpak (once or
twice) and then the ngelik again. This flow of repetition may occur
over and over until there is a ritard, signaling the ending.

As played in the transcribed example, the flow 1s as follows:

Buka - Umpak-umpak x 2 - Ngelik x 1
(rebab only) (1 gongan x 2) (3 gongans x 1)
score 1 score 2-8 score 9-20
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Buka
1~ 4DR=ca 60 ritardando
Lagu (6)
Balungan & Colotomic Structure éng
Gambang 6
<_ Tr.h. 6
Gender 1.n. g,
Rebab. 6 12 3 32 12 1 212 3 3 2 1621 '6
KX and KG
Pesindén
Gerong
.
Umpak-umpak
2~ 4DR=ca 70 ritardando
Lg L (2) (1 (3 3 (2) (3 ¢
B&C - 2t - 3w - 2t - 1In
61612612212161235 6321265333663¢61
Gab /
- 6
30- 506 1 -56 1 6 -56 2 6 1 2 -
Gnd - 20102 3 1 6 3 =21 6 -2=-3021321
~ 7
Reb 6 22 2 323 3 32 12 2 12 1 212 1
irama I
3//4DR=ca 80 ritardando
Lg 3) 3 (2) 2)
B&C - 3t - 2p
-1622123352162166161235 656532612
Gmb /
2 6 - 1
6 - 56 1 s i & 1 2 i 3 1 2 1 s
Gnd - 2 - 6 - 6 lo202
N\ '
Reb 1 1l 2 32 3 3 2 12 2 3 2 12 2
irama II




Lg
B&C

Gmb

Gnd

Reb

Psd

Lg
B&C

Gmb

Gnd

Reb

Psd

Lg
B&C

Gmb

Gnd

Reb

Psd
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lV .
(3) (&h) (2) (6)
- 1t - 6ng
611162165632132112122653353562168
£ 7
3 1
-35 -35 6 5 i s 6 s 1 6 6
1 6 5 6 L 6 3 3 - 103 6 6
™~ ~
23 1 2 1 212 1 21 62 121 6
3 333 3 3 s3'2 2 12'21 '3 3
k jar-wa purwa__tung-_gal ba-__sa ne-_ bos ka-
5/4DR=ca 80
(1) (2) @) (3)
- 2t - 3w
§1611661122126122123535651653123
/ 4
- . - - 6 2
30- 306 5 3 5 6 2 3 2 6 2 2 i
- 20- 6 - 1 - 2 - 5 - 3
-~ -~
6 1 6 1 212 22 32 323 3 23 3
12 323216 S T 12'3 5
Ta éma~_né dé- wé
N
&~
(3 . (2) (3) 9]
- 2t - In
6662212333213263563212653336¢6561
24
5 i s 6 1 6 2 3 2 -i2 3 2 i
- 1 2 10212 §& - 5 6 301
~N Vat
3 212 2 23 212 2 121 121 212 1
3 ' 2 3 532
a- mi- wi-




119

-
Lg (3) (3 2 2)
B&C ‘ - 3t - 2p
-1622138
Cmb 6 /1@33521@21@@1@12356}6532@12
2 6 2 1
cad 6 - 56 1 5 6 1 6 1 o6i 2 -1 61 &6
- 2 6 3 -2 2 & 161 6 1 2 1 212
\ /’_———
Reb 1 12 323 3 2 127~%
Psd 120 ' 1 v
ti ;
~N
8/ .
Lg (6) (2) (1 (6)
B&C - 1t - 6ng
- 6661235661612212232161533535635°6
n
o io6i 6 1 o061 2 -3- 2 -3- 2 1 &
n
6 6 - =~ S606 1 2023-12 123~ 21606 -
-~ PR . P * e s.e . . . . - -~
Reb 6 1212 12 6 61 212 2 3 2 i 61 3
Psd 2 2 3212 3 121 2 ' 6 5
K sen~__don- sin da- n_ing pra-
Ngelik
9 .
Lg (6) (6 (6) (2)
B&C - -t 6 -w
65635656616356561216121661666161
Gmb / /
3 12 1 2 -2
end -io6i1 6 -io06i 6 i -61 32 -1 61 =
- - - 2 16 6 - =- 161 6 1 2 12612
Reb 6 6 61 21 212 2 2
Psd | 65' 3 6 6 !
K___ dang-___ ga



Lg
B&C

Gmb

Gnd

Reb

Psd

ig
B&C

Gmb

Gnd

Reb

Psd

Gér

10/

120

(3) ) ) 1)
2 3t 2 In
iiii%iiéiéii}iiéiééiié553336656i
6 - - 6 3
5 i 3 6 5 3 3 i e 5 6 2 6 1 2 1
-61202- 1 612123 - 21606=-2 321lo0l-
\0 * % a2 e e s s ® . . . . - . . -

2 1 23212 323 i1 61616 i 2 1 61 1
6 1 2i21 2 ¢
ken- bang

. . e e . .. &
3 3 i 3 2 12 2
kem- bang ken=- cur
N
L. .
(6) 2 (6) (s)
3 2t 6 Sp
i62 3,1 533553552122132653223235235
1% 6 3l
-6- 6 1 s 6 i 32 2 1 3 2
- =2303- 2120212 - 1 2302 ¢ 3 5
.o es o A cew o - 7~
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Corpus II: Gending Gambir Sawit, Ketuk 2 Kerep,

Ndawah Ketuk 4, Sléndro Patet Sanga

The name 'Cambir Sawit' is also the name of a type of decorative
pattern used in batik (a process of dyeing cloth). Gambir is a plant
from which betel leaves are picked for chewing. Sawit is a type of
batik garment with matching headdress, according to Horme (1974:530).
The meaning of these two words together is not known, nor does there
seem to be any explanation why this gending was given;its name. This
gending is generally described as pernés (light hearted; appealing).

During the year I spent in Java I heard this gending played once
during a wayang kulit performance and several times at the weekly
broadcast ('Uyon-uyon Mana Suka') by R.R.I. in Jogjakarta.7 It was
also frequently played by many amateur groups I witnessed. Although
1 have do statistics to prove it, I feel certain that this is one of
the most popular of all Javanese gendings--an uyon-uyon gending par
excellence.

The gending is in 'Gending Ketuk 2 Kerep, Ndawah Retuk &' form
with two major sections (mérong and ndawah) bridged by a transitional
passage (pangkat ndawah). The mérong consists of one gongan and is
played two and a half times, with the pangkat ndawah leading to the
completing of the gongan. The ndawah consists of one gongan and is
ﬁlayed twice. A ritard preceded by an accelerando during the final
gongan signals the end. This is considered a complete performance,
although there could have been more statements of the mérong and
ndawah. The pangkat ndawah can only be played once. Once the pangkat

ndawah is begun, the mérong cannot be played again. Thus, unlike

-
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gendings in Ketawang form, in which the first section (umpak-umpak) can
be played after the second section (ngelik), in 'Gending Ketuk 2 Kerep,
Ndawah Ketuk 4' form the ndawah caonot »e followed by the mérong. The
transcription excludes the buka, simce it would normally be played by

the rebab. As played in the transcribed example, the flow is as follows:

Mérong x 2% -+ Pangkat Ndawah x 1 + Ndawah x 2
(1 gongan x 2%) () gongan x 1) (1 gongan x 2)

score 1-37 score 38-44 score 45-104
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Gending Gambir Sawit, Ketuk 2 Kerep, Ndawah Ketuk 4,
,Sléndro Patget Sanga
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Lg (5)
B&C
555612255551
Gmb é’

(98]

*Oh

e

(2)

12232356122

(3)

353

1)

132
4

(3)

is-
1

2

(2)

»

65

{

(3

2121216523

3

accelerando

655

7
1

(2)

(1)

653222

146

4DR=ca 84
(6
2t
35356
2
4DR=ca 76
&)
In
21561
2
2t
332353
1)
1w
61561
(6)
6t
5-35656
2



Lg
B&C

Gmb

Lg
B&C

Gmb

Lg
B&C

Gmb

Lg
B&C

Gmb

1
Lg
B&C

Gmb

147

96~ ' 4DR=ca 92

(2) @) (6) (5)
- , Sw
-ssi-sii-éi%éisiié16563zz3zzsz%s
\1 5 53 5 3
97
1) @D (2) (1)
- : 1t
S656156156is56i-1126556566116is561
77 7
- - 2 L
9§/// 4DR=ca 108
3) (2)
- 61 6-6-32-6=-2-3-3
a V4
(J@E-s-pme 2T
4DR=ca 63
92/// : accelerando
(6)
6w
-65353-6
m - 2 3
\\\ irama II
oq//’ . 4DR=ca 96
) (3 (5 (2)
- 3 - 2n
6665566111i523123-535-21655351[612
/
6 6 3 -- 3
KG

AN
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101~
Lg (6) (6) (L (5)
B&C - 6t Sw
2225535353566656-161-532232-52-=25
Gab 7 2207
1 2 2 -1 6 6 - 3 3
\
lO%//’ ritardando
Lg (5 (2) (2) @5
B&C - 2t G- 1w,
22351161,552331655656123535321561
Gmb // 2 s T v T T 5 ///6/ R
g 2 G
103~
Lg &) 2) (2) ¢H)
B&C - 2t - 1w
-6156161161212123523316556561561
Gmb | { 3 { -
N
104/ 4DR=ca 16
Lg (2) (6) (L 5)
B&C - 6t - Sng
5651652161532532232356122316 5523539355
Cmb 7T - 6

G
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Corpus IIl: Ketawang Walagita, Pélog Patet Nem ('Manyura' Type)

The meaning of the name of this gending is open to several inter-
pretations. That gita means 'song' is clear, but wala may be trans-
lated variously as '"child", "troops", or "stem from which a bunch of
coconuts grows” {Horne 1874:703). None of the Javanese with whom I
discussed this expressed any definite opinion concerning its meaning.
Instead, they know it as the name of this gending; that is its
'meaning'. My informants had difficulty describing the feelings
associated with this gending. It is neither happy nor sad, they said.
One suggested that the feeling might be described as luhur (lict.
exalted). It is different in feeling from each of the other gendings
in the corpus of this study.

Becides the one time I heard this gending performed as an inter-
lude in a ketoprak performance, I have heard it only in the context of
uyon-uyon. It was performed once at the weekly broadcast 'Uyon-~uyon
Mana Suka' in Jogjakarta and occasionally by amateur groups;

The gending is in Ketawang form with two sections: umpak-umpak
and ngelik. The remarks concerning performance flow preceding the
transcription of Ketawang Puspawarna (Corpus I) apply here as well,
with the exception that the ngelik consists of only two gongans instead
of three. The buka is not transcribed since it would normally be
played by rebab. As played in the transcribed cxaﬁple, the flow is as

follows:

Umpak-umpak x 2+ Ngelik x 1
(1 gongan x 2) (2 goagans % 1)

score 1-10 score 11-18
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Ketawang Walagicta, Pélog Patet Nem ("Manyura' Type)

Lagu
Balungan and Colotomic Structure

Gambang

Umpak—umpak
2/ 4DR=ca 44 ritardando

Lg (L (2) @) )

B&C - 2t - 3w

Gob 61226123
irama seseg

s

lg
B&C
Gub
N
‘1/ 4DR=ca 42
Lg (3) (3
B&C - 3t
cab 116261235
. &
2/”
Lg
B&C
Cub

(6)
éng

*Oh

KK and KG

4DR=ca 69 ritardando
(3 (2) (3 (1)

- 2t - in

35321263533333361

irama I

4DR=ca 84 ritardando
(2) (2)

- 2p
35-21661612662
/ 7

3 - 1
irama II
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6~
Lg 3 e8] (2) (6
B&C - it - 6ng

-12333333165356162-22633353562356
Gab VOl A S

\,6. 2 2 3 1 1 -

7/
Lg 1) 2 ¢h) (3
B&C - 2t - 3w

5661653123

(98]

616116611221261221235
Gmb 5 s Y 3 ? é

8/ 4DR=ca 66

Lg 3) 2) &)) 6D
B&C - 2t in
cut 612333122216553556-2126533366561
\ 6 3 - 3
9.~
Lg (3) (3) 2) {2)
B&C - 3t - 2p
11622123352162166161166112212612
Gmb / . / v s s H .
2 6 @ - - -
10_~
Lg (6) (2) (1) (6
B&C - 1t - 6ng

[

66 612356616126122321615335356135,6
Grmb 77
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Ngelik
11
Lg (3) 3 (3 (3)
B&C 3 3t - -
61653123312331235653565321233123
Gmb / / /
2 616 816 [
N
12/
Lg (3) (3) (5 (6)
B&C 3 3t 5 6n
-5
32312323353123233535533556656735°6
Gmb / / /
1 3 6 3
137 . . . .
Lg (2) (3) (2) )
B&C 2 3t 2 ip
iiiiiii:‘zéiééééiéééiéiéssssssissi
Gab /"7
N 6 % [
14/
Lg (6) (5) 3) 2)
B&C 6 5t 3 2ng

653231661612612

Gmb . é'/" Z

1g (5) (3) (2) (1)
B&C 5 3t 2 1w
0J1221221233231233532126533366361
Gub | 7 / / Z
6 - 6 2 6 - 3




Lg
B&C

Gmb

Lg
B&C

Gmb

B&C

Gub

153

16 .
(6) (6) (3 (4
5 6t 5 4n
66612356666563F61265352112123-23
s e //[] / /
K 2 - 1
lL// ritardando
(6) (5) (2) @)
6 5t 2 1p
32356356616115355223316556361L361
/ / / / / ..... » rey
Kl 2 6 3 2
18~ 4DR=ca 27
(3) (2) (1) 6)
3 2t 1 6ng
. 3N SN NN N
1212353661[)3261223216153335335 6 3203566006
@ 5 1<-

AN
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Corpus IV: Ketawang Mijil Wedaring Tyas, Pélog Patet Nem ('Sanga' Type)

The name includes the poetic form, mijil, of the vocal parts in

the ngelik section and the name of the text: wedaring tyas (lit. ex-

pression of feelings). This gending is generally described as happy
(gembira) but not as clearly so as many gendings in Sléndro patet Sanga.

I have heard this gending played several times at the weekly
broadcast 'Uyon-uyon Mana Suka' in Jogjakarta and once at a broadcast
by the gamelan club 'Ngudya Irama'.

The gending is in Ketawang form with two sections: umpak-umpak and
ngelik. The remarks concerning the performance flow preceding the
transcription of Ketawang Puspawarna (Corpus I) apply here as well. The
buka is not transcribed,'since it would normally be played by the rebab.

As played in the transcribed example, the flow is as follows:

Umpak-umpak x 2 -+ Ngelik x 1
(1 gongan x 2) (3 gongans x 1)

score 1-10 score 11-22
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Ketawang Mijil Wedaring Tyas, Pélog Patet Nem ('Sanga' Type)

Lagu

Balungan and Ceolotomic Structure

Gambang

Umpak=-umpak
2/ 4DR=ca 40 ritardando
(2) (1) (@) (6)

Lg
B&C

Gmb

Lg
B&C

Gmb

Lg
B&C

Gmb

Lg
B&C

Cmb

2 1t 2

6w

A AT 8
52211226

irama seseg

3

N

;// ritardando

~

56511612

(2)
2

SUTN I

. N\u

SN

i

(3
Sng
NN
2
¥X and KG
4DR=ca 60 ritardando
(2) (@H) (6)
2 1t 6
2222166112163 2
]: -
irama I
4DR=ca 88
3
5n
3535
6
irama II
(1) (2) (6)
1t 2 6p
1611,212-65322253336
(T
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Lg (2) (1 (6) (3
B&C 2 1t 6 Sng
| 66511612132331611216563223233233
Gmb $p 8 W / / LY b4 T T O >
7/4DR=ca 65 steady
Lg (2) (1) (2) (6)
B&C 2 1t 2 6w
55511612132331615551161226532335°6¢6
Gb a e . . . .0 - e @ 8. 8 & 8 »
G A St B A
8/
Lg 2) 1) (6) %
B&C 2 1t | 6 Sn
. 665116121323316112163%¢32232331262
Gzb / / /
K s M 5 2 -
9/ .
Lg (2) (1) (2) (6
B&C 2 1t 2 6p
55511612132331615116121226532335°6
Gmb . e+ s /- / / . . . /-;o-coo
K—- 3 2 2 2 301
10~
Lg (5) 69) (6) (5)
B&C 2 1t 6 Sng
ca 55561235565615611216563223235235
m

& i
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Ngelik
11 ) 4
Lg (6) (6) (1 (6)
B&C 6 6t - -
cab 2225535665/635sssiéiéiéissss 6356
n
? 1 0 232
\
1277 :
Lg (5) (5) (6) )
B&C 5 5t 6 in
66555116123555553323316556561561
Gumb / 7
" - 5 21
13~ . .
Lg (6) (6) L (2)
B&C 3 2t 1 2p
i6i23i23353552i66i6iil66i1122i2612
Gudb | / /
5 6 3
14~ .
Lg 3 (1) (6) (5)
B&C . - 1t 6 Sng
21%61212232331611216563223235165
Gmb /' /
\é 5 2 6 -
15~ ] ) )
lg {1) (2) ¢)) (6
B&C 1 2t 1 6w
i iieiz2i2i2232161l 22255356
Cab }6561561}61 3216153 5
1 3 2 [
\
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16,/

Lg &) (2) &) (6)
B&C 5 2 1 6n
61155661162161523521615322253335°6
Gmb - .—0005/000
N B :
17/
Lg (2) 2 69 Q)
B&C 2 3 2 1p
6651161223165165565665366116153¢61
Gmb J / /7
]'_ 5 . - - - -
18/
Le (2) (2) (1) (6)
B&C 3 2 1 6ng
G 1616161616121212352161532223333°¢8
b / ‘ . S L/
2 3 2 3 - 2
197 |
Lg (5) &) (4) (6)
B&C 5 5 - 6w
-
55561235535235355655565322255356
Cmb T T v s / // /
\ 6 1 - - 2
20/ ritardando
lg (5) %) ) (2)
B&C 5 4 1 2n
66665561115556566153231655511612
Gmb / e ® & e .
1 - 5

RN
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2
Lg (3 (5). (3) (6)
B&C 3 2 1 6p
cab 23233223333665356521615322255335¢6
o
2
22 . 4DR=ca 32
Lg (2) - (1) (6) (5)
B&C 2 1 6 S5ng
NN AV &>
165556122-2331611216563223233516333
Gmb e« & e * e / . e T s 9 e s &« =

- 25 2 -
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Corpus V: Ladrang Sembawa, Pélog Patet Lima

The name 'Sembawa' may mean 'tiger' or 'subjunctive mood‘.8 To my
knowledge, neither of these translations bears any connection to the
gending or the text of the vocal part. My informants agree that this
gending sets a mood of semadi (religous concentration and meditation).

I have heard this gending played once at the 'Uyon-uycn Murya
Raras' at the Pakualaman9 and several times at the weekly broadcast
'Uyon-uyon Mana Suka' in Jogjakarta. It is one of the most popular
compositions in Pélog patet Lima.

The gending is in Ladrang form with two sections: umpak-umpak and
Qgelik. The umpak-umpak (consisting of one gongan) is played once and
is followed by the ngelik (consisting of two gongang) also played cnce.
At the end of the ngelik the performance could have cunded, but inctead
it returns to the umpak-umpak which again is played once and followed
by the ngelik. This example ends with a ritard at the end of the
ngelik and is considered a complete performance. The buka is not tran-
scribed. This gending is often joined to a previous gending in medley
form with no buka separating it from the gending that precedes it. If
performed separately, the rebab would normally play the buka. As

played in the transcribed example, the flow is as follows:

Umpak-umpak x 1 =+ Ngelik x 1
(1 gongan x 1) (2 gongans x 1)

first statement: score 1-9 score 10-25
second statement: score 26~33 score 34-49
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Ladrang Sembawa, Pélog Patet Lima

Lagu 1)

Balungan and Colotomic Structure 1ng

Gambang 1
KX and KG

Umpak-umpak
2,/ 4DR=ca 32
Lg (1) )

B&C - it

Gmb 1111
irama seseg

3/// 4DR=ca 60 ritardando 4DR=ca 42
Lg L 1) (2) (3) (2) o))
B&C 1 lw 2 3t 2 in
111115611152212335321561
Gmb . . -
- - - s
irama I
\\\
Q//fDR=ca 84 ritardando
Lg ¢Y) 1) (6D &)
B&C - 1t 1 1lp
56156161-615616116156161161536161
Gmb . . v H * . Y . 6 / / /
frama 11 2 3 2 4 2 % 2
5
Lg (3) (6) (5) 3)
B&C 2 3t S 3n
121231233235665661653521 6662 3,1 23
Gmb {, - 6

~
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é//ZDR=ca 72

Lg (3) (3 (5) (6)
B&C - 3t 5 6p
-
333231233231,23533535533556656356
Gmb Y 7
- - ! g @3- -
\
7/
Lg (1) (6) (5 (3)
B&C 7 T 5 3t
65616161621226566165352166622123
Gmb | J 7 7 666275
K\\? 2 3 1 5 - 6
%///
Lg (3 (3) () 3
B&C 5 3t 2 3p
T <1 k) . )
Ginls 3,2 3123233306656 g,J 216662 3,1 23 },3 23
1 Bd -5 5[ 2 - 6 -3
%// ritardando . .
Lg (5 (5) (1) 69
B&C 2 1t 2 Ing
6635516556561235565665566116156 1
Gmb / . ry re . ry .
N 3 E
Ngelik
10/ 4DR=ca 68 ] ] . :
Lg 1) (1) 3 (2)
B&C - -t 3 2w
16 tieiieiseicie2iz2iz2ieeisizzel
Gab | / L3 / /
5 b2 5 3 3

N
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11,/

Lg. (3) ) (6) s)
B&C - 1t 6 5n
21261212232331611216563223235235
Gmb § / 7 /
6 5 2
\
12/ . . )
Lg @9) (2) @8] (6)
B&C 1 2t 1 6p -
565615611,6121212%2321615322255356
Gmb /
5 3 0 &2 6
\\\ .
1y/
Lg (5) (3) (5 (6
B&C 5 3t 5 6n
-> . -
cu 6563565661653123353553355665635°6
[
6 1 - [
14/
Lg (6) (6) {5 (3)
B&C - 6t 5 3p
: 6,56 35656632223566165352166622123
Gub | / /

Lj 1 3 - 6

15,/

Lg (6) (1) (6) (5)
B&C 6 St 3 5n
3535635665616161121656322323523°5
Gmb 7 / :
@ 3 2



Lg

B&C

Gmb

Lg
B&C

Gmb

Lg
B&C

Gnb

Lg
B&C

Gmb

s6156i1i21212232

| b

NN

32126655

N
N

232333

Wy

3236531

3553223316556°35

.
.

61611612

*n
“on
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) (6)

1 6p

1615322255356

¢

(6) (3)

2 3ng

1666231216123

6
(2) )
2 3w
1232332312323
{7 s
(2) (6]
2 1n

6123556521561

W @
1 ip
116156161
57 2



Lg
B&C

Gmb

Lg
B&C

Gmb

Lg
B&C

Gmb

Lg
B&C

Gmb

Lg
B&C

Gmb

z%,/’
1612312
\é ¥
22~
3231232
i 5
G
23,
6,56 1616
K{ g2
2y/

3231232
3
N
25/

~

6666553532}33l§§§§§§§§§§§1
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(3) (6) (5) (3

2 3t 5 3n

3}23566566i65352112123123

18

{3) (33 (3 (6)

- 3t 5 6p

31231232335355335566563,56

7 /
3

) (6) (5) (3)

7 6t 5 3n

l}iii}656616535@1§§§23123

3 i X, &

(5) 3) (2) 3

5 3t 2 3p

3566531233521121223323123

(2) @ (2) 1)

2 1t 2 Ing
>
161561

2 2 -
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Umpak-umpak

26 ~

Lg o9 ) 1) &N

B&C - it 1l 1w

cab 1@1161511615616l§§l$61§l$§l.§@161
\.5. 2 2 5°d 2 2 2
27~

Llg 2) (3) (22 @8]

B&C 2 3t 2 In
121231231231232335[3]2126556561561

Gub / ...... T .

| M 6 3 -

28/

Lg (1 L D) N

B&C - it 1 lp

| se1ssle1361561611265563661161361

2 2 [ - (@l

29/

Lg (3 (6) (5) (3

B&C 2 3t ‘5 3n
56123'123323566566165352166626123

Gmb . @ / - e & .
\{@] 10

30/

Lg (3 (3) (s) (6)

B&C - 3t 5 6p
33312323-23123233535533556656356

Cmb 2/ .

K. 2 1 2



31,
Lg ¢H) (6)
B&C 7 6t
356161611,21226566
Gmb { /
2 1
\
32/
1g (5) (3
B&C 5 3t
Gmb
KR
33/
Lg (5) (5)
B&C 2 1t
Gmb
51
\
Ngelik
34 . )
g o8 ¢B)]
B&C - -t
cub 5615616156156151/
K i 2[4 3
35,7 . .
Lg (3) (@D
B&C - 1t
6126121223233 1611i2
Gmb 3 / {
5

~

(s)
5

1,6 535216662

()
2

(1)
2

(3)
3

9

(6)
6

1Ny

167

3

3n

3

(3)

3p-

3/321@§§2212353566'165352112123123

(i)
Ing

1112356112i651655656655661161561

(2)
2w

12121233535-532612

(5)
5n

6563223235235
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36 - . L2
Lg 1) (2) (1) (6)
B&C 1 2t 1 6p
s65615615612121235316153222523566

Gmb
3 2

37
Lg (5 (3) (s) (6)
B&C 5 3t 5 én
Gmb 66656356616531233535533556656335¢6

. 38

Lg (6 (6) (5) 3

B&C - 6t 5 3p
56356561216135686,1,652352166626123

Gub } 77777777 R

(op)

LIS

i

39 . accelerando
Lg ' (6) (1 (6) ' (5)
B&C 6 5t . 3 5n
Gub 35356356122615611216563223235235

40~ . . .
Lg 85 (2) (1) (6)

B&C 1 2t 1 6p

5656156 1111 22255356
Gmb / / Z
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41/ 4LDR=ca 78

Lg )] &) (6) (3
B&C 5 3t 2 3ng

6123331222655656-3216662212161223
Gnb / Y VS 0

Lg (3) (3 (2) (3)
B&C - 3t 2 3w.
b 32312323-1{:{:{31233231—323%?1}12323
5 02 - 2 BI-% .
\
1;3/ ritardando
Lg 2) ) (2 (1)
R&C 2 : 1t 2 In
666655353222221655656635661161561
CGmb é///..;...;.;.: /. - .
\
44/ .
Lg (L) ¢9) (1) A1
B&C - 1t 1 Ip
. ->
561561615615616112655656611613¢61
Gmb 2 O 2 C 0 2 G 2 © s //
\ 2 4 0
45/4DR=ca66
lg 3) (6 (5 (3)
B&C 2 3t 5 3n

56123123123563[566165352166626123
5

.

Gob

N
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46~
Lg (3 3 (5) (6)
B&C - 3t 5 6p
3231232331666123353553355665635°6
Gmb 5 ,2/ LR ,
41,7
Lg (1) (6) (5 3
B&C 7 6t s 3n
35616161121226566165352166623123
Gmb / / S } e e+
2 3 1 6
\
48~
Lg (5) (3 3] (3
BeC 5 3t 2 3p
33312323566536533521121223323123
Gmb /
2 3 -
49/ )
Lg _ 2) @D (2) (1)
B&C 2 1t ing

oY)

TN
316556566556-115616<3-11

ooooo .

666655355223
/

X . - - - - U

Gmb

wmN
AN
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Corpus VI: Ladrang Pangkur, Pélog Patet Barang

The name 'Pangkur' refers to the poetic form of the text of the
vocal parts in one section of the gending. It is generally described
as a happy (gembira) gending. One informant deseribes it as renyah
(1it. crunchy, crisp).

I heard this gending played several times at the weekly broadcast
*Uyon-uyon Mana Suka' in Jogjakarta. It was also frequently played by
many amateur groups I witnessed. Like Gending Gambir Sawit (Corpus II),
this is one of the most popular of all Javanese gendings--again, an
uyon-uyon gending par excellence.

The gending is in Ladrang form with three sections. The performance
begins with the lamba (a term uscd by Suhardi to refer to the section of
a gending in Ladrang form played in irama seseg, I or II, in contrast to
another section in that gending played in irama III or IV). The lamba
is played twice and is followed by the mulur (lit. to stretch; a term
used by Suhardi to refer to a section played in irama IIi or IV in a
genQing in Ladrang form). The mulur is played twice, with the ngelik
played once betwéen the first and second statements. A ritard towards
the end of the second statement of the mulur signals the end of the
performance, which is considered complete. As played in the transcribed
example, the flow is as follows:

Lamba x 2 -  Mulur x 1 + Ngelik x 1 =  Mulur x 1
(1 gongan x 2) (1 gongan x 1) {1 gongan x 1) (1 gongan x 1)

score 1-18 score 19-34 score 35-63 score 64-79
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Ladrang Pangkur, Pélog Patet Barang

Llagu (6)
Balungan and Colotomic Structure 6
Gambang 6
KX and KG

Lamba

2/ 4DR=ca 44 ritardando
Lg (3) (2) ) () 3B
B&C 3 2t 3 7w 3

Gmb 6332233773
irama seseg

3// 4DR=ca 69 ritardando
Lg (2) (7 (6)
D&C ~ 2t 7 6n
3272265356356
Gnlb . S-S S S S T
- - 7
\ irama I
4 4DR=ca 43
Lg (6) (6) (7 (2)
B&C 7 6t 3 2p
cap | 6767235667672672
%//ZDR;ca 86 ritardando
Lg (6) (3) 2) N
B&C 5 3t 2 n

6[6622723333326535632726533366567
Gmb / . vy 7 3 37T . 7 Y .

- 6 2 - -
irama 11

:w\




6ADR=<:380
Lg 3
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Notes to Chapter IV

lTaperecordings of all corpus items are deposited in the Hawaii
Archives of Ethnic Musics, Music Department, University of Hawaii
at Manoa.

2See the discussion of Pélog patet Nem in Chapter II.
3For an example, see Becker 1972:41.

4 . . . .
See discussion of octave register in Chapter III.

S

A stroke of the gong in the performance of gendings always coincides
with a stroke of the kenong.

6This gending is available on the disc "Javanese Court Gamelan from
the Pura Paku Alaman, Jogyakarta; K.R.T. Wasitodipuro, director."
(Nonesuch, Explorer Series H=-72044). 1971.

7This gending is available on the dise "Java: Gamelans from the
Sultan's Palace in Jogjakarta." (Archiv Production, Musical Traditious
in Asia, 2723 017).  1973.

8

Robert Brown and Andrew Toth, in the descriptive notes to the disc
“Javanese Court Gamelan..." (see note 6 to Chapter IV) identify
“"Sembawa" as the name of an island. The island to which they are
probably referring is Sumbawa (east of Lombok).

9

This gending is available on the disc "Javanese Court Gamelan...'
(see note 6 to Chapter IV).
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CHAPTER V

LAGU: MULTI-OCTAVE CONCEPTUALIZED MELODIC OUTLINE

The gambang part is not completely fixed. The way one performer
plays the gambang for a certain composition may diﬁfer in detail or
even broad outline from the way another performer plays it. To a
lesser extent, two performances of the same composition by the same
performer will show some differences. Gambang playing--and Javanese
gamelan playing in general--operates essentially within an oral/aural
tradition. Notation systems may function as reminders to gamelan
players but are not normally used in performance situatioms.

As Becker has pointed out, "Until recently, it was believed that
oral [sic] performances were either memorized or improvised. In fact,
they are neither. The basic building block of an oral [sic] tradition
is the melodic formula, not a fixed formula, but one which can be
expanded, condensed or rearranged according to the needs of the musical
situation in combination with the fancy of the performer" (Becker
1972:47). Given that a musician has a 'vocabulary' of melodic formulas,
how does he arrange the formulas to make musical senéa in the context of
Javanese gamelan music? Becker states, 'The musician knows the main
melodic outline of the piece being played and chooses his formulas
accordingly” (Beckef 1972:48). This is an excellent explanation of what
aﬁparently takes place in Javanese musical performance, but it leaves a
number of questions unanswered. At what level of specificity does the
performer know the "main melodic outline"” and from what source? To what
extent are register and pitch degree important to this outline? It

seems clear that Becker has something other than the balungan in mind
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but has not articulated it. At a general level, she approaches a
concept that I found to be an important aspect of Javanese gambang
playing and one that figures prominently in the Javanese criteria for

musical excellence.

Lagu, the Concept

During my first trip to Java I received some instruction in the
theory and practice of gambang playing. The usual procedure in learn-
ing how to play the gambang for any cémposition was to learn the
balungan first. I assumed at first that the balungan serves as a
guide to the higher demsity playing of the gambang. Indeed in soﬁe
cases it is an excellent guide, but in other cases the gambang part
seems to be quite independent from it. It scon becare quite clear
that in the mind of a Javanese musician playing the gambang there was

something beyond the balungan: a multi-octave melodic outline.

Source and Level of Specificity

An important question to be asked about this multi-octave melodic
outline is how the musician acquired it in the first place. The
balunganhis actually sounded on several of the instruments, but I dis-
covered that the multi-octave melodic outline is not. According to
Suhardi, it is, insiead, a conceptual abstract of the combination of
(in order of importance) rebab, gambang, gendér, gérong, and pesindén
ﬁartsm It is this conceptual abstract which he and others call the
'lagu' (Ind.; lit. song, melody) and which in English.I have labelled
‘multi-octave conceptual melodic outline'. Many of the ousicians with

whom I talked mentioned the importance of knowing the lagu of a gending,
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especially if one is going to sing or to play one of the multi-octave
instruments which sounds at a density greater than that of the balungan
(for example, the gambang). Since I discussed the concept of lagu in
greatest depth with Suhardi, it is his explanation that I offer here.

The density of the lagu, as conceptualized by Suhardi, was con=-
sistently four 'lagu tomes® per gatra, each coinciding with a 'lagu
beat' (see Figure 11). Suhardi found it extremely difficult to explain
just how he could conceptualize the lagu at four beats per gatra while
the voices and important instruments do not always or even usually sound
at this density. Yet, this is the level of specificty at which he chose
to conceive it. Since the balungan instruments frequently do sound at
this demsity, I was prompted to ask why the lagu tomnes are not always
sounded on the balungan instrurents within their one-octave limitatiens.
He explained that each part actually sounded has to EEEE.géﬂé (lit. live
itself; have its own individual character, different from other parts)
but not stray too far from the lagu within its idiom. This is essential
to an understanding of Javanese musical aesthetics and to the relation
of each part to tbe others.

Equally essential is the realization that the lagu of each gending
is not a fixed entity in the minds of all Javanese musicians. Neither,
for that matter, is the balungan. Since the balungan is actually
stated--and by more than one player in a full Javanese gamelan--it must
be agreed upon before performance. Usually the lagu is not explicitly
agreed upon. Yet according to Suhardi, a performing group will sound
best if the members have very nearly the same concept of the lagu of

each gending. If this is so, the non-Javanese might ask, why do
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musicians not discuss the lagu before performing or even publish a text
of lagus for Javanese gendings? The problem (and it is recognized as
such by some musicians) is a social as well as a wmusical one. Recog-
nized musical specialists may not agree with one another concerning the
entire lagu'of a composition. ¥No one competent musician would wish to
openly denounce another's lagu, as manifest in his way of playing
certain instruments or singing. However, in study groups or formal
training centers where one teacher is recognized as an authority, all
the parts played for a gending are likely to be manifestations of a

single lagu.

Register and Pitch Degree

One of the most important acpects of lagu is octave register.
During the lessons with my informants, the balungan was often sung, and
this singing exceeded the range of one octave. When the balungan was
.written down, register dots were included. This same information is
given in the Jogjanese kraton notation discussed in Chapter III
(pages 94-95) and comes close to being a possible ‘'melodic outline’,
but is a compromiée system. The numerals represent the single-octave
balungan;'but the register marks are intended for instruments which
sound something other than the balungan.

This point was made clear to me in nearly every composition I
studied. I choose a portion of Ketawang Puspawarna (Corpus I) as an
example. The first gatra of the second gongan of the ngelik section
(Corpus I:13) would be written as follows: - - 3 3. The tone imme-

dlately preceding is 3, (with no register dot). I wondered how a

e

.

.
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multi—oétave instrument such as the gambang would realize this portion
of the génging, and my teacher said to think of it this way: 6 i3s3,
Thus, the path from the previcus 3 to the 3 was to be conceptualized
not as two rests,rbut as & followed by 1. This is significant. He did
not say, "Play it this way", and give his example as the only correct
solution. Instead, he said, "Think of it this way', implying that I
need not try to play it precisely as he did but that I should think of
the outline as he did. 1In other words, he suggested that I keep in mind
a conceptual melodic outline that went beyond the one-octave bounds of
the balungan instruments.

The above cxample involves filling in rests. Later when I studied
Ladrang Pankur (Corpus VI), my teacher suggested: that the passage
356 7, the third gatra of the third keuongan of the ngelik section
(Corpus VI:52-53), be thought of as 33327asa guide for gambang
playing. Remarkably enough, only the last tone of this conceptual
outline is the same as the balungan. Unquestionably, the last (fourth)
beat of a gatra is the most important (Becker 1972:174), but in this
same ngelik section of Ladrang Pangkur, the third gatra of the first
kenongan (Corpus VI:37), the balungan differs from the conceptual

outline even on the fourth beat:

-

balungan: = - 3 5 conceptual outline: 3 3327

This means that the balungan, even with indications of register, is

not always a sufficient guideline for gambang playing.
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Lagu and Irama

Discussions of gamelan music with Suhardi often revolved around
the concept of lagu. One day I asked if he could write down the lagu
for a whole gending and he said he thought he could although he never
had before.' He explained that, for his students, he had written down
the lagu for the ndawah sections in irama III in such gendings as
Gambir Sawit. The actual tones sounded by the balungan instruments
in this context are very often quite 'far apart': one'at the end of
each gatra. For this reason it is especially important to have some
guide besides the balungan for the higher density instruments and vocal
ﬁarts. I was told by Suhardi and Prajasudirja that until fairly
recently it was common to find the saron barung and demung playing
four tomes, inctead of just one, per gatra in this context. Although
limited to one octave and to the idioms of the balungan instruments,
the part played was very close to what they considered to be the pitch
degrees of the lagu. If there were séveral persons playing this part
(as there usually were), there had to he precisc agreement on the choice
and order of tones, just as in the playing of the balungan. The lagu
written by Suhardi for his students and for me was not limited to a
single octave nor to the idioms of the balungan instruments and was not
intended to be played by any one instrument. Nevertheless, it may often
look like a balungan part to those readers familiar with Javanese
gamelan tradition.

The fact that Suhardi specified the irama of the section for which
he had written the lagu points to the importance of irama to the lagu

concept. The ngawah in irama III would not have the same lagu as it



195

would in irama II. To some extent this is due to the fact that the
same number of balungan beats comprise twice as many gatras (and
therefore lagu beats) in irama IIT as they do in irama II. Below is

given the last kenongan of the ndawah of Gending Gambir Sawit in both

irama II (Corpus II:101-104) and irama III (Corpus I1I:69-76).

Balungan: -6 -5-2-1-2-1~-6-35
Lagu in Ir. II: 6615522112212615

Lagu in Ir. III: 66662165222653212132532132162165

0f particular significance is the lagu leading to the first tone 2 in
the balungan: in irama IT it is 5 2, but in irama III it is 23226. Hence,
not only is the density relationship of the lagu and the balungan
different in ivamas II and III, but the lagu tones mey bear no apparent
likeness.

For irama I and II, the ratio of lagu beat and balungan beat is
the same (one to one), but for certain passages the lagu in irama I is
not the same as the lagu in irama II. In the mérong section of Gending
Gambir Sawit, the lagu for the last six balungan béats of the first
kenongan differ depending on whether they are played in irama I (Corpus

II:3) or in irama II (Corpus II:17-18 and 33-34), as shown below.

Balungan: - -2321
Lagu,in Ir. I: 222321

Lagu in Ir. II: 252 221

In each of the three occurrences of this passagé, Suhardi's gambang
playing moves away from the lagu at the end of the second of these

beats of 5, an acceptable treatment of either lagu tone 2 or S5 in this
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patet since it is not the end of a musical sentence. He explained that
irama II.would most likely move to 3, 5, or 2 (and not 2). On another
day he might have chosemn 5 or 2. No matter what tone the gambang player
might choose, the lagu at this point is 3 in irama II. Some important
features of the playing of the gambang and other instruments closely

related to the lagu are discussed in the following section.

Garapan, the Treatment

I have heard many musicians use the term 'lagu' in reference to a
multi-octave conceptual melodic outlime. Another word sometimes used

is garapan (lit. the working out, workmanship, treatment), but Suhardi

A\

‘garapan' is

distinguishes 'garapan' from 'lagu’'. According to him,
the treatment of the lagu, particularly by the rebab, gambang, and
gend2r, each of which may closely zdhere to tie lagu or may exhibit
some independence from it. 'Garapan' is the '"doing', the playing of a
gending in a certain way, whereas lagukis the conceptual framework.
'Garapan' is mot strictly a musical term; a wood carving may be
described as having good garapan (i.e., workmanship). While other
musicians may use different terms, it is clear that some independence
in what Suhardi calls garapan from both the lagu and the balungan is

important in Javanese musical aesthetics.

Flexibility in Garapan

Garapan, like lagu and balungan, is somewhat fixed by tradition,
but may differ slightly from one musician to another. This matter was
made clear to me in a discussion of Ketawang Tuspawarn2 with Suhardi.

In the first gatra of the second kenougan of the umpak-umpak section
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(Corpus I:3), I noticed that the gambang and gendeér parts he played
did not éeem to relate directly to either the balungan or the .lagu.
(The level of specificity in discussing garapan is the same as that in
discussing lagu--four per gatra.) The tones of the left hand part of
the gendér are considered to be the fundamental tomes with respect to

lagu and garapan.

Balungan: .- 3 - 2

Lagu: 33 22

r.h.
Gendéer 1.h.

W e

s O
e
[*)3

Gambang: 3 6 6 2
(in octaves)

It is important to note that, on the second lagu beat, the lagu does

not dip to 6 but stays on 3. Suhardi said that the genddr usually
would play 6 at this point; the gambang would most likely play either 3
(the lagu tone) or 6. The interval 6 (gambang and gendér garapan in the
above example) and 3 (the lagu and balungan tone) is called kempvung,
which is considered not very dissomant by the Javﬁnese. Yet garapan
may be more dissonmant. At the end of the first gatra of the ngelik
section of this same gending (Corpus I:9), the gambang is a step away

from both lagu and gend2r (snd from balungan, given that the tone struck

on the penultimate beat is still sounding):

Balungan: = = 6 =

Lagu: 6 6 6 2
r.h.: 6 6 é 6
Gend2r ; . 2 - 12

|

Gambang: 6 6 6
(in octaves)
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This poinC, he said, demonstrates the relative independence of lagu,
balungan; and the garapan of gendar and gambang.

If he had to single out one instrument as closest to the lagu,
Suhardi said he would choose the rebab. He was careful to point out
that the rebab sometimes leads the lagu, sounding the lagu tone before
any other instruments or voice, aad sometimes lags behind the lagu
when such leadership is not required by tradition. Suhardi told me
that tﬁe rebab has less freedom to move awvay from the lagu than gender
or gambang. The second lagu beat of the final gatra of Ketawang
Puspawarna (Corpus I1:20) may serve as an example. At this point both
the lagu and balungan are tone 1. As he explained, the gendér is most
likely to go to 3 (in the left hand), but may go to 1. The gambang is
most likely to go to 1, but may go to 3. The rebab is wrong if it goes
to 3; it must go to 1. These statements, he told me, are based on lis
ovn listening experience, that is to say, what musicians usually do or
do not do. Hence he is not recalling musical theory from a book but

suggesting it from performance practice.

Implications of Lagu and Balungan for Garapan

Iﬁstances of the lagu and.balungan in conflict even at the end
of a gatra have been mentioned above. Normally, Suhardi said, the
gambang tone sounded at this point should be the same as the lagu,
rather than the balungan, or occasionally an octave (gembyang) or
Rempyung away. This holds true evem if there is a balungan tone
sounded at this point just a step away (kempvanz) from the lagu. This

is the case in the mérong section of Cending CJumbir Sawit; the balungan
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of the first gatra of the final kenongan (Corpus II:11 and 27) ends on
tone 3, ;nd the lagu is tone 5. Both times this passage is played in
the performance transcribed, the gambang tome is 5. Given that 3 is

the enemy degree in patet Sanga, the gambang player's choice of tone 5
at this poihc might be interpreted as an avoidance of the enemy degree.
However, this justification, while at first attractive, is not accurate
according to Suhardi. He fully agreed with the identification of 3 as
the enemy degree in patet Sanga but explained that the garapan he chose
in the passage mentionmed above was determined by the lagu. As he
pointed out, in Gending Gambir Sawit, at the end of the third kenongan
in the mérong (Corpus II:10-26) and at the antepenultimate balungan beat
in the third kenongan of the ndawah section (Corpus 11:67 and 100), both
the balungan and the lagu tones are 3. 1In the two instances of each of
these in the performance transcribed, the gambang garapan is alsco 3.
Given that the enemy degree is featured in the lagu (as well as the
balungan) at these points, the garapan also features the enemy degree.
Hood mentions that occasionally the enemy degree is featured (1954:245),
but he focuses on the balungan part only. A tone apparently featurad
by its position at the end of a gatra in the balungan part may be
emphasized or obscured by the lagu-related instruments and voices.

So far, it would seem that the lagu, when different from the
balungan at the end of a gatra, overrules it as a guideline for garapan.
ﬁowever, exceptions occur. One such exception which I discussed with
Suhardi is found in the ndawah section of Gen@ing Gambir Sawit. At the
end of the third gatra of the second kenongan (Corpus II:55 and 87),

the lagu tone i conflicts with balungan 2. He explained that many
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musiciaﬁs quite correctly choose to play gambang tone 1 here, but he
prefers ﬁoc to conflict with the balungan tone since the only balungan
tone of the gatra is the final 2. Therefore, he chooses to go to
gambang tone i, which is very close in register to the lagu tone 1 but
forms a pleasing interval with the balumgan tone 2 (a gembyang).

I then a§ked why he deoes not play tone 2 on the gambang at the end
of the first gatra of this same kenongan, where both lagu and balungan
tones are 2. Again he said that many players do, but he, along with
other players, prefers gambang tone 5 at this point, which forms the not
very dissonant interval kempyung. Thus, at the end of a gatra, the
gambang player may choose to play the lagu tone, but in certain contexts
he may choose the bzlungan toune or souwething different from either lagu
or balungun.

Throughout the discussion above there has been an implicit zassump-
tion: that the tones of the lagu and balungan are available on the
gambang as possible choices for the gambang player. Yet it has been
pointed out that on Pélog gambangs the pitch vocabulary includes only
five tones per oqtave, at any one time, and not the full seven tones
of the Pélog octave. In most cases the lagu and balungan tones are
available on the gambang, but not always. For example, in Ketawang
Walagita the first kenongan of the final gongan (Corpus III:16) ends
on balungan tone 4. This is not one of the pitch options availasble on
the gambang, but neither is it a proper place for exerting independence,
since it is the end of a musical sentence. As can be.seen in the tran-

ceription, the gambang player choozes tene 3 1t this point.
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The lagu at this point is definitely 4, Suhardi told me. The
gambang simply goes to the 'closest tone'. If we think in.cent meas-
urements however, tone 5 is 'closer' to tone 4 than is tone 3. The
meaning of tone 4 in this context might he stated verbally as 'one
degree lower than tone 5'. In some other contexts (rarer, I believe)
tone 4 might mean ‘one degree higher than tone 3'. - On the gambang
(and other similarly tuned instruments such: as gendar. and celempung),
‘one degree lower than tome 5' can only be interpreted as tone 3, and
'one degree higher than tone 3' as tone 5. Below are two examples

Suhardi gave to illustrate his point.

Balungan Lagu Gambsang 'Interpretation'
Ketawang Walagita
(Corpus III:16) S654 6654 6 653
Gending Jangkung Kuning 2342 2342 2352

(not in corpus)

In both cases the pitch vocabulary of the balungan instruments enables
them to sound the lagu tone precisely, while the gambang cannot.

In other cases the gambang may sound the lagu tone while the
balungan instruments, because of their limitations, sound a tone very
close but not identical with the lagu, as, for example, in the third

kenongan of Ladrang ‘Sembawa (Corpus V:6 and 7):

Balungan: -3567 653
Lagu: 33561653

Gambang: 33561613

The lagu tone i is not available on the balungan instruments. The
gambang is able to (and does) sound the lagu tone while the balungan

instruments sound a tone very close but not identical: 7. It might
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be said that both gambang and balungan instruments sound the tone one
degree higher than 6. One might argue that the balungan instruments
could sound degree ) rather than 7 at this point, but according to
Suhardi this would involve unnecessary and uncomfortable leaps in the
balungan part: from 6 down to 1 and then up to 6 again. In its actual
form, then, the balungan here exhibits an internal order which con-
flicts with the order of some other aspects of the whole gamelan fabric
In other words, the balungan must have some character itself; no part
is slavishly dependent upon another.

Such intermal 'harmony' (i.e., with itself) is important enough
to be chosen over a situation in which internmal harmony is sacrificed
for external harmeny (i.e., with others). This account is couched in
cocjo-cultural terms beczuse of what I feel to be an important simi=-
larity between music structure and social structure. Just as the
Javanese value harmony with oneself as well as harmony with others in
society, so it appears that 'individual' parts within the gamelan
'society' must have individuzl identities by themsclves as well as in
relation to the other parts.  To the best of its 'ability', each part
works in harmony &ich the others. The individuality, which is deter-
mined by the particular nature and idiocms of a certain part, should not
be sacrificed and sometimes brings about points of comflict. Kartomi
(1970) has mentioned that these points of conflict are essential to the
Javanese aesthetic. I might add that so is their resolution, seen most
basically at the end of a gending, where musical conflict is always
(to my knowledge) at an absolute minimum, and to a lesser extent at the

end of cach musical sentence. Continuing social-musical analogy one



203

step further, just as society and the individuals within it change over
time, so does Javanese gamelan music and the individual parts played

within it. This is discussed in the following section.

Change in Ligu and Garzpan

The several acceptable ways =hat garapan instruments might 'treat'
a given passage, as discussed above; constitute changes in garapan with
no change in lagu. Yet there are cases where one lagu or another is
possible. It is the rebab that must signal the other musicians which
lagu passage is about to come. For example, the number of times the
umpak-umpak section of Ketawang Puspawarna is played before proceeding
to the ngelik section is determined by the rebab player. Vhen the
performance is to proczed to the ngelik, thc rebab will scund tone 6
near the end of the penultinate gatra (Corpus I:7). 1In this case therc
is no change in the balungan: the tones of the final gatra are the
same, whether proceeding to the ngelik or repeating the umpak-umpak.
The lagu and garapan, however, change radically in both register and
pitch degree. (The gambang garapan is chosen for display here; rebab,
gend2r and pesind2n parts are also markedly different depending on

whether the umpak-umpak is to be repeated or the ngelik is to be played).

1f repeéting umpak-umpak: I1f proceeding to ngelik:
(Corpus I:4) (Corpus I:8)
Balungan: =1 -6 Balungan: =1 -6
Lagu: 3126 Lagu: 6216
Gambang: 6 1 3 6 Gambang: 6 236

In this passcge, all the instruments imporiint to tag lagu, as well as

the pesind2n,must demonstrate within their own idioms whether to recpeat



the umpak-umpak or proceed to the ngelik. In other words, once the
rebab player has made the choice there should be no ambiguity as to
what section comes next. The change in lagu communicates musically
to performers and audience; the flow of the performance does not have
to be set previously.

Anocher type of change in garapan occurs in some ‘compositions,
for example Ketawang Subakastawa (not in the corpus of this study).
The first time I heard this gending, I was surpriscd to notice what
appeared to me to be an ambiguous point with respect to register at
the end of the ngelik section. The firal balungan tone is 5. The
gambang and rebab played in the low register (5), but both the
pesind&n and gérong sang in the middle register (5). After the per-
fbrmance I questioned Suhardi and found an important aspect of what he
and most musicians consider to be correct zambang playing. He told ne
that no one was wrong in this case. If the rebab is in ‘the lower
register the gambang should also be in the lower register, even if the
vocal parts are not. His conceptualization of the lagu was low (5).
Only at the end of the entire performance did the gérong and pesindén
sing in the low register for the final passage of the ngelik. This
change in register of the vocal parts confirms that the performance is
ending, but it does not signal the ending. Instead it is a Tresponse
to a drum signal, given earlier, that communicates to performers and
audience. The lagu, according to Suhardi, has not changed; only the
garapan of the singers has changed.

After pondering this for a few minures, Subavdi brought up another

example: Ladrang Sri Rejeki (not in the ccrpus of this study).
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Formerly, e said, the register of both the gambang and rTeiab were low
in much of the Ffourth gongan; he did not recall the regisrer of the
pesindn part. Currently it is in the middle aad uigk regisrers, and
many rebab players choose to play in the same register as the pesindin
part. This' leaves the gambang player with a choice, which for a Java-
nese musician may be somewhat of a dilerma. By Javanese nusical
tradition the rebab and gambang should be in the same regicter, but the
traditional register of the portion of the gending in’ quesrion is not
manifest on the rebab. Or, as Suhardi asked rhetorically, where is the
lagu? He decided that the lagu was formerly low and hypothesized that
in five years it will be high; but now there is some question as to just
where it is. The gambang is not wrong in ecither choice, but neither i=
it completely right. Fnr the gambang to play in the lew register in
this case is to 'argue' musically with the rebab player, but to play im
the middle and high register is to give in to the rebad playér's ideas,
thereby confirming his departure from tradition. Such situations are
rare enough that Suhardi felt a general rule could be srated: the rebab
2nd gambang should be in the same register as the lagu, with the assump-
tion:that bozh‘ma§land should have some degree of freedom from the lagu
and from each other except at the end of a mgsical sentence., This is
certainly true for the gambang playing in the corpus of this study amd
points to the importance of individuality as well as group 'harmony' imn

Javanese music.



Summary

Concerning lagu and its ramifications in Javanese gamelan music,
much is yet to be learnmed. Further analysis of musical practice and

extensive discussion with other prozminent musicians- are’'necessary
before anything definite can be said, on a wide basis, concerning this
aspect of Javanesé‘musical,thinking. What has been discussed above

is the concept as explained by one promirnent musician, and  for him the
lagu of a given gending may be different in a few yea;s. This should
not deter discussion and analysis of his ideas. Each gending to be
discussed and analyzed was performed by Suhardi at a particular point
in time in 1974; if performed in a different year, month, day, or time
of day, some aspects of his playing would have been different. - Since
no single pcrformance is 'definitive'--nor is it cxpected to be-—espec-
{ally in an oral/aural tradition, neither can any theory ‘based on
musical practice be definitive in all details.

With this im mind, I offer a summary of the lagu concept as I
understand it from Suhardi in the context of gendings:

1. It is a conceptual abstraction and synthesis of performance
practice, particularly (in order of importance§ the playing of the
rebab, gambang, and gend2r, and the singing (gérong and pesind2n).
1t is not manifest in pure form by any of these.

2. It is conceptualized as four tones per gatra regardless of
the irama in which the gatra is played, but the same passage may differ
in lagu from one irama to another.

3. It is multi-octave in nature and. may in:lude tenes not

available on the balungan instruments or on the garapan instruments

o}
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of fixed pitch (genddr and gambang).

4. 'Strict adherence to the lagu at all times is not artistically
desirable, even by the garapan instruments. Instead, the garapan
parts should exhibit some aspects of the lagu and some pleasing devia-
tion from it. The norms for such artistic playing, while somewhat
prescribed by tradition, allow for individual interpretation.

5. Lagu and garapan may change over time (both macro- and micro-)
for a portion of a gending. Micro-: The lagu of the final gartra of
the umpak-umpak of Ketawang Puspawarna may be 3 1 2 6 or 6 2 1 6,
depending on whether the umpak-umpak is to be repeated. Macro-: The
lagu of the fourth gongan of Ladrang Sri Rejeki was formerly low in
register but now appears te be changing. In five years, perhaps, it
ray be unambiguously in the middle and high registers. In both the
micro- and macro- examples it is the part played by the rebab that

determines a change in the lagu.
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CHAPTER VI

METHODOLOGY IN THE ANALYSIS

Rationale

As E. T. Hall has stated, "(1) Information out of context is
meaningless and cznnot be reliably interpreted. (2) The scparation
of information from context, as though the two were unrelated is an
artifact of Westerm science and Western thought' (1974:21). lle also
finds that some cultures are more 'contextual' thzn others. I believe
Javanese culture is highly 'contextual', as pointed out in Chapter I.
Javanese musical behavior is no exception; thus, to try to understand
ganbang playing only in terms of itsclt is not juctifiable. With this
in mind, aspects of the gawmbang's cocio-cultural and nusical contexts
have been discussed before focusing on the gambang part itself. The
analytical portion of this study attempts not to separate information
from context any more than necessary, and, while following systematic
znd ccientific procedures, assumes indigenous criteria in its
orientation. L

I have choseﬁ to investigate a number of musical characteristics
about which aesthetics-rclated remarks were made by my informants. I
hasten to add that the remarks were not made in response to the par-
ticular examples transcribed but were of a more general nature. The
purpose of the analysis is not to test the validity of these remarks
but rather to use them as guidelines for what kind of data to subject
to statistical znalysis. In so doing, a mare nrecise understanding of

gambang playing, as represented in an admittelly small sample, ray
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emerge.. The analysis is grouped under three headings: non-thematic
(dealing.with aspects of the left- and right-hand parts separately);
motivic (dealing with the gambang part monophonically, in regular
units); and integrative (dealing with the relation between each lagu
tone and the gambang tone sounded simultaneously with it). In the
first two headings, the analysis is councerned with the gambang as an
'individual'; in the final heading the analysis is concerned with the

gambang as a part of the gamelan 'society’.

Non~-Thematic Analysis

Total Melodic Range

My inforrzants tell me that the total range of ‘the gambang part
(left and right hands) fer any given gending should be wide, whether
or not the range of the lagu of the gending is as wide. In the follow-
ing example, from the first kenongan of the second statement of the
umpak-umpak in Ketawang Puspawarna (Corpus 1:6), already the gambang

part is a full octave above the lagu:

- Lagu: (3) (2)

Gambang: 6 6 6 221 iyé 33213263
The range of each hand in each of the examples will be stated with the
purpose of determining what is a sufficiently "wide range' in gambang

playing.

Maximum Stepwise Motion

While the total range should be wide, stepwise motion in either

hand in either dircction, I was told, should be "not much more than
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one octave" (octave=five keys) in successive steps. The following
passage, a hypothetical example, should not occur in good gambang
playing: 233612356 1 2. The limits of stepwise motiom in

each of the examples will be stated with the purpose of determining

more specifically the meaning of "not much more than one octave".

Maximum Repetition of a Singlc Tone

Stating a single tone several times in succassion-is. common in
gambang playing. Hewever, "too many" repetitions of a single tone are
not considered aesthetically desirable. From my experience, the per-
ceived limits of acceptability differ from one gambang player to
another. Ascuming the transcribed examples to be represcntative oif
- €uhardi's gambang playing, the mezimum number of suncessive statem?nls

of a single tone in his style may be determined.

Non-Octave Playing

Despite the fact that gambang playing is frequently described and
thought of as octave playing, I found that playiné only in octaves is
a mark of a beginner. The more experienced player, I was told, plays
with soﬁe independence of left and right hands. This is, to my under~
standing, less important in Surakarta, where even.the best gambang
players may play alwmost entirely in octaves. However, occasional
independence of left and right hand is found in Solonese gambang playing
és well.2 In Jogjakarta, the independence of hands is more highly
valued. This may take the form of a rest in one hand while the other

plays, or a non-octave interval resulting from the right hand playing
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something other than the tone one octave higher than that played by the
left.

As I began to analyze the transcriptions with respect to non-octave
playing, I soon became aware of trends in the rhythmic 'location' of
rests and non-octave intervals. Rather than simply present the total
number of rests or non-octave intervals for each example, it seems morc
meaningful to quantify each type of non-octave playing with respect to
its rhythmic location. The smallest meaningful unit in gambang playing,
as far as I am able to determine, consists of eight gambang beats. This
is the smallest unit used in teaching gambang. Even when I made a
mistake on one or two gambang beats, my teacher would correct me by
singing or playing at least the eight-gambang-beat unit in which my
mistake occurved. The importance of units of eight din Javauese music is
well known and has been discussed and demoustrated by Suéilo (1967:62).
It appeared to be the most meaningful unit for the motivic analysis,

discussed below.

Motivic Analysis

Sﬁsilo (1967) and ‘Becker (1972) have used a motivic approach to
the analysis of Javanese drumming and balungan respectively. Becker
has pointed out that Javanese music is essentially motivic in nature
and that motifs may be classified meaningfully by contour. Gambang
playing is certainly motivic; aspects of its motivic organization

deserve analytical investigation.
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Classification System

Choice of Unit

Not only did the unit of eight gambang beats appear to be signi-
ficant in terms of patterns of octave znd non-octave playing but also
as the unit‘cf motif. Becker's study of balungans was based on groups
of four balungan beats.: In a prelimiﬁary analysis of two gendings in
the corpus of the present study, a unit of four gambang beats was used.
This revealed the common elements in the following twé passages from

Ladrang Pangkur:

272766622723-323
2 | |6 | P l
a b c d (Corpus VI:42)
| B BSOS, S § | B |
I II
6662272367252653
5
l Z J L = ll 3 l! 7 ] {(Corpus VI:16)
| S | | PSS | k
111 v

Using the eight-gambaﬁg-beat unit, each passage would consist of two
rotifs (I and II; III and IV), with no motifs in common. What I belicve
the Javanese ear yould discern as a unit is the eight-gambang-beat
combination of unit b with unit c. However, in most cases the four-beat
unit proves impractical since it suggests a grouping that the Javanese
would not discern as ‘a meaningful unit.

In singing the gambang part (for instructional purposes), my
teachers sometimes used larger groupings: frequently 16, and occasion-
ally 32 gambang beats. In a preliminary analysis of two gendings,
these longer units tended to obscure impeortint similaorities. The

following two passages from Ketawang !l1jil Wedaring Tyas may serve as
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examples:

55511612132331615551161226532356
F - 2 (B 2 fL_- 2 L l
2 b, P d,

L 11,

A

55511612132331615116121226532356
2 |2 2 L2 3 ¢ |
Ia b! 'e d!
1 111,
B

.
1

(First passage from Corpus IV:7;
second passage from Corpus IV:9.)

The use of a 32-beat unit would obscure the obvious similarity between
these two passages (A and B). The use of a l6-beat unit would show

that the fircst halves of the two paszages (I and I) are identical, but
would cbscure the similarity between the second halves (II and III).

The use of an eight-beat unit points to the difference between the third
eight-beat units in each passage (c and e), while showing the identity

of the others (a,b, and d, appearing in both passages).

Motif Code

To be able to talk about the eight-beat units, a system of classi-
fication and nomenclature had to be developed: a means of coding the
motifs. I constructed a code which differentiates one eight-beat unit
from another without obscuring certain similarities. The system which
I chose is based hcavily on what was communicated to me both verbally
and musically by my informants. Since the gambang pa%t is talked about

as essentially a monophonic phenocmenun, and since the left-hand part is
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demonstrated to be the more important, it is the left-hand part that is
analyzed motivically. In keeping with the Javanese perception mentioned
earlier, in the case of a rest in the left hand, the right-hand tone,
transposed down one octave, is assumed. In the rare cases of a rest in
both hands, the previous tome is assumed. This latter assumption is
based on verbalization by Suhardi, who said that the unit 2-212612
(Gending Gambir Sawit, Corpus I11:5) 'means' 2 2212 6 1 2. Similarly,
he told me that the 'meaning' of 5 6 g 5635 6 (Lzdrang Sembawa,
Corpus V:13) is 5 6 6 5 6 3 5 6. The delayed tone E is part of his
jdiolect bur not essential to an 'emic' representation of the eight-beat
unit. The code, then, assumes a monophonic unit of eight evenly spaced
gambang beats.

One of the moct iwmportant aspects in learning to play the gambang
is learning passages as physical processes which may be trancposed to
various pitch levels within one tuning system and from one tuning system
" to another. Two eight-beat units which differ in sound product but are

identical in process ave considered the same by the Javanese, for

example the following two units:

23165165 (Gending Gambir Sawit, Corpus 11:5)

35216216 (Retawang Puspawarna, Corpus 1:19)

To the eye these two units look different, but the process involved is
identical. The first begins on 2 and the second on 3. The movement

of the beaters, in octaves, is as follows:

right 1 key
left 2 heve
left 1 key
left 1 key
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right 2 keys
left 1 key
left 1 key

The identical unit occurs in both types of Pélog (Bem and Barang) as

well:

3527627 (Ladrang Pangkur, Corpus VI:6)

LX)

35216216 (Ketawang Walagita, Corpus IV:9)

In coding the eight-beat units the process orientation is adopted, so

that the zbove four examples are given a single designation.

Capital Letter: First Element
In discussing gambang playing with my informants, I found that

the most important part of an eight-~beat motif is Jts final three or
four beats. In all caces the {inal three beats appearced to be the most
meaningful. During lessons, a mistake in the beginning of a motif was
more forgivable than one near the end. For this reason, the classifi-
cation of motifs takes as its first criterion the final three beats
(i.e., the final two processes). ‘For this component of the code,
distinction is made between steps and leaps, but not between leaps of
different sizes. Five possible processes are identified:

a. leap downward (to the left)

b. step downward (to the left)

¢c. repeat preceding tone

d. step upward {to the right)

e. leap upward (to the right)

Combinations of thesec vield 25 possibilities, each designated by a

capital letter as follows:



216

Desig- Final 2
nation processes

MKHoSAOHUMRONWOZRMNARULUHIEOMETOWP
PAUOEDOANOTPRPOANDCTHDANTROADNDTR
PO O ARRARALONDNONDUCCTOoCUTOTNNRRPR

. Of these, C,E,0,X, and Y do not occur in the corpus of this study.
Although for some motifs this designation seemed sufficient, fcr others
a further designation was necessary to show important similarities and

differences.

Lowercase Letter or Numeral: Second’Element

From discussion with Suhardi, it appeared that motifs whose lowest
tone is the motif final should be differentiated from motifs whose
lowest tone is lower than the motif final. For‘the former, the process
immediately preceding the final two processes is indicated by a lower
case letter following the capital letter. The follcwing combinations

occur in the transcribed examples:
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Ab (a=leap downward
Ad b=step downward
Bb =reperition of preceding tone
Be d=step upward
Bd g=leap upward)
Db
Fb
Fd
) Ga
Gb
Gd
Ge
Hb
Kb
Ke (Note: only motifs with capital
Lb letter designations A through M
Lc could fall under the category
Mc 'lowest tone = final')

For those motifs whose lowest tone is lower than the final the

distance from the lowest to the final appeared to be an iwportant

s}

spect of the motif--far more important than the approach to the final
two processes. lHence, for motifs whose low is lower than the final, a
numeral follows the capital letter and represents the distance (in keys)
from the lowest to the final tone. This deserves some elaboration
below, since this aspect of gambang playing relates to the modal concept

'patet’.

Accession Number: Third Element

In a number of cases, there is more than one motif designated by
the same capital letter and lowercase letter or numeral. For example,
within the category 'S3' (i.e., the last two processes are a step
upward followed by a step upward, and the distance. from lowest tone to
final is three keys), there are 20 individual ﬁotifs. Their similarity
is shown in the common designation '$3'. 1In addition to this, each

motif is given a numerical designation separated from the previous
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two elements by a dash. Thus, the complete designation includes an
accession number, thereby identifying each one as a specific motif,
for example, S$3-1, S3-2, $3-3, and so on. All motifs with the same
first two elements (i.e., without accession uumber) are considered to

be one 'motif type’.

Extended Motifs
In four cases-—the last motifs of Gending Gambir Sawit (Corpus

I1:104), Ketawang Puspawarna (Corpus I[:20), Ketawang Walagita (Corpus
ITI1:18), and the final motif of irama I in Ketawang Mijil Wedaring Tyas
(Corpus IV:2-3)--the motif is extended, and I questioned Suhardi con-
cerning their 'identity' as motifs. In all four cases, he pointed out
that they are identical in measning to non-extended motifs. The follow—
ing cxample schows the last porticn of Ketawang Puspiwerna (Corpus 1:20)

as played and as conceived.

"W
s
“w
o
“n
+On
O
T
-n
O

6666 as played

: conceived (S2-17)

Lo

n
191 )
[oa}
w
o3
[y]
(ﬂ

For non-thematic énalysis, the gambang part is analyzed as played.
Since there was discussion of its conceptualization as motif, the
motivic analysis is based on that conceptualization. Such playing is
represented in the motivic transcription with an x after the accession
number, but treated in the motivic analysis as if not extended. (For
example, the‘above is $2-17x but analyzed as S$2-17.)

By the definition of irama given in Chapter II, the final notifs

of Ketawang Puspawarna, Gending Gambir Sawit, and Ketawang Walagita
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might be interpreted as changes to irama III from irama II, since the
density of the gambang changes in relation to the balungan beat. I
was told, however, that this is not felt as irama III, nor is it con~-
ceptualized as irama III, as may be seen in the above example. Since
this is an ambiguous point, in the non-thematic analysis the above

example is considered to consist ~{ twelve gambang beats:

10 11 12

NN/

6666

(9%
U\
'Ul

- - ; ——

Since the analysis of octave playing assumes a grouping of eight gam-

bang beats, the above example will be grouped as follows:

Gmb. beat no.i112(314{5i6{7]8

Gmb. part 3151313

Gmb. part 516(613]5{6|3|6
- - 1

As in many musics, the ending is a special case. The doubling results

from a slackening of tempo and contributes to the feeling of cadence by
its difference from other playing in the given irama. The reiteration

of the final tone is optional and in these examples is done perhaps to

compensate for the absence of the gong, whose decay is much slower than
tﬂat of the gambang. For this reason, the reiteratiom is not given

analytical consideration.
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Motivic Tramscription

The transcription of each gending is translated into a motivic
transcription to facilitate the motivic analysis with respect to motif
finals and sentence position (rhythmic position in the musical sentence).
Each line 3f these motivic transcriptions allows for eight motifs. This
unit corresponds to 2 musical sentence in iramas II and III, which are
the two iramas most prevalent in the corpus. For irama I, each line
allows for two musical sentences. TFor irama v, each-line allows for
one gatra, and, thus, a musical sentence consists of two lines of motivic
transcription. For irama seseg, the initial irama in all but one of the
corpus items, a motivic orientation in playing is not operative.

The same principles involved in the cipher transcription are used
jn the motivic transcription, exccpt that in the latter a single line
can accommodate 64 gambang beats (eight motifs) vather than 32 (four
motifs). Changes in irama are represented by a solid vertical bar at
which point the eye should immediately shift to the line below. The
motif final and the colotomic structure are given in the line above the
motivic designations. Below, the gambang part, balungan, and colotomic
structure of the first kenongan of Ketawang Puspawarna (Corpus I1:2) are

given along with the 'translation' into motivic transcription.

B&C - 2t - 3w - 2t - in
616126122121612356321265333663561
Gmb .
l | 18 [ 11 3 |
/ s ,//r ’/’/
II // ,’/ ”’/
/ Vd P -
/ // ,” /"’
/ ,/ Pl ,’/
! s P P
| 2d | 34 | 34 | In

$2-17  $3-16  Fd-3  §3-12 |
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Content of Motivic Analysis

The motif code and the motivic transcription allow several impor-

tant features to ke analyzed.

Total Number of Motifs Used

In the evaluation of some gawbang players, I frequently heard
Suhardi comment that someone had too few motifs in ‘his wocabulary
("variasiné kurang'). The word variasi, which is clearly related to,
if not derived from, the English term 'variation', is used at ‘several
levels of specificity including the eight-gambang-beat unit. It
referred not to the concept 'variation' but to an identifiable unit.
The use of this term assumes a motivic orientation for gambang playing
in general. For cach gending, the total number of motifs used will be
compared with the total number hypothetically possible (i.e., the number
of eight-gambang-beat spaces that are filled by motifs). The results
. will give an indication of how much similarity and how much variety
Suhardi finds aesthetically desirable.

For all aspects of the analysis, the data for each irama is given
separately. This seems necessary for several reasons. First, the
density of the gambang beat to the balungan beat is different in each
irama. The gambang density with respect to lagu beat is the same in
irama II and III, which might seem to justify combining these two
iramas in the analysis. I was told however, that the type of drum used
is an important contextual determinant of proper gambang playing.

Since the use of the ciblon drum was as;umed for irama III (and IV) in

the two corpus items which contain playing in irazma III (Gending Cambir
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Sawit and Ladrang Pangkur), each irama is kept separate, at lecast for
the initial compilation of dat:a.3

There are certain motifs that are appropriate only in the context
of ciblon drumming. Outside this context, such motifs should occur
rarely. These motifs will be enumerated and discussed in the analysis.
They are referred to by my informtnts as ugal-uzalan (1it. mischievous;
i.e., playful, joking). The 'non-ﬁgal—ugalan’ motifs are categorized
as more élus (refined) than the ugal-ugalan motifs, reflecting the
Javanese tendency to view behavior within continuums. The ugal-ugalan
motifs are not kasar (coarse) motifs, but are simply less alus than the

others.

Votif Final and Hotif Low

The lowest tone of a motif apparently stands out and conveys sone
feeling of patet to the attuned Javancse listcner. Two Sléndro patets,
Sanga and Manyura, serve as examples. The enemy degree of patet Manyura
is 5, while that of patet Sanga is 3. In playing the gambang, it is
important not to give emphasis to the enemy when the motif final itself
is not the enemy. The following example shows two ways of approaching

degree 1.
*‘*/\/{/) 3336 6 3 1 (Ketawang Puspawarna, Sléndro
S3-12 . 3 patet Manyura, Corpus 1:6)

' 56561561 (Gending Gambir Sawit, Sléndro
(A\/{\y’) S2-17 patet Sanga, Corpus I11:6)

o

Although the enemy degree 5 is sounded in the first passage, it is

masked by the fact that the lowest tcne is 3. Thus, the contour of the
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passage 1is heard as 3 to 1. In the second passage, the enemy degree 3
is avoided entirely, and degree 5, prominent in patet Sanga, is stressed.
To play the first passage in a gending in patet Sanga, or the second in
patet Manyura, would, according to Suhardi, destroy the sense of patet.

In addition to avoidance of the enemy, there are other factors that
determine motif low. 1f, for purposes of discussion, the choice is
limited to the two motifs above, but transposable, it should be clear
that the first should be chosen over the second for the approach of
finzl 6 in patet Sanga. This is Suhardi's choice, for example, in
Gending Gambir Sawit (Corpus II:9):

22255356 (=83-12)
2

The second would have emphasized the cnemy:. By the principle of avoid-
ing the enemy, either choice should be acceptable in patet Manyura,
since the lowest tone in either case would not be 5. However, because
the first passage is the preferable choice for patet Sanga, the second
is more commonly chosen in patet Manyura, for example in Ketawang

Yuspawarna (Corpus I:8):
35356356 (=52-17)

llence, to give a feeling of patet Manyura, not only is the enemy of
patet Manyura avoided, but the enemy of patet Sanga is given prominence.
With this principle in mind, it follows logically that the approach
to degree g;in patet Sanga might emphasize the patet Manyura enemy. The
first passage is transposed to end on 2, as, for example, in Gending

Gambir Sawit (Corpus II:43):



55511612  (=53-12)

..

And, as might be expected, the approach te 2 in patet Manyura avoids
the enemy, so that the second passage is found, for example, transposed

to end on‘g in Ketawang Puspawarna (Corpus I:2):

61612612 (=52-17)

. .

However, there are passages approaching degree 2 in patet Sanga whose
lowest degree is (6 rather than 5, for example:

56532612 (=52-4)

1
This passage occurs in Gending Gawbir Sawit (Corpus II:7) but also in
Ketawacg Puspawarna (Cocpus I:7) indicating that the enemy of the other
patet need not always Le emphasized. In the course of the analysis of
cach of these gendings in their entirety, the player's preference will
be showm.

Concerning motif lows in approach to finals 5 and 3, the enemies
of patet Manyura and Sanga respectively, still znother aspect of the
difference between patet Manyura and patet Sanga is demonstrated. In
Javanese conception, it is often said that patet Manyura is patet Sanga
transposed up one kgy. From what has been discussed above, the
approaches to degree 3 in patet Manyura and 3 in patet Sanga should be
derivable. The approach to Eegree‘g in patet Sanga should be trans-
posed up one key to become the approach to degree 3 in patet Manyura;
the approach to degree 6 in patet Manyura, should be gransposcd dovmn one

key to become the approach to degrce 5 im patet Sanga. The only
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remaining question is how to approach degree 3 in patet Sanga and 5 in
patet Manyura, for which I can offer only conjecture. Given that
degree 6 becomes the preferred low for the approach to degree 3 in
Manyura, in order to show a difference between patets Sanga and Manyura,
degree 1 mizht become preferable to degree 6 as the low (limiting the
choices to either two or three keys below the final). However, if this
is transposed .up one key for approach to degree 5 in patet Manyura, the
result is 2 to 5, which is also the preferred approach to 5 in paget
Sanga.‘ One could start with the approach to degree 5 in patet Sanga

(2 to 5) and deduce that, for a difference between the two patets, the
approach to degree 5 in patet Manyura should be 1 to 5. But this is not
a transposition up from the Sanga approach to 3 (1 to 3). Neither
chcice can be completely rationalized by principles of enemy aveidince
or emphasis in motif lows. In short, Suhavdi indicated to me that the
more usual performance practice involves 1 to 3 rather than 6 to 3 for

" approaching degree 3 in patet Sanga and 2 to 5 rather than 1 to 5 for

epproaching degree 5 in patet Manyura. The predictions are summarized

below:
Motif Theoretically Preferred Approach
Final Patet Sanga Patet Manyura
6 2up to 6, __--3 up to b
5 2 up to 5% __-2 up to 5
3 Iup to3--"__-% up to 3
2 5 up to 2-77_"»-B up to 2
1 Sup to1-°7 ™3 up tol

The incorporation into the motif code of the distance from lowest to
final will allow discussion of modal restrictions in each gending.

Above I have discussed only two possibilities (two keys or three kevs)
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in only two patets. Distances of one, four, five, and seven keys also
occur, and their implications for the patet of each gending in the

corpus of this study is discussed in the analysis.

Motif Final and totif Tvpe

The types of motifs used to approach each motif final will be
investigated. For this portion of the analysis, motifs with the same
designation but different accession numbers will be grouped together
since remarks about aesthetic considerations were specific only to this

level.

Sentence Position and Motif Type

Position within the muszical sentence umay be another determimant of
votif type. Perhaps because this is ascumed by the Javanese, no
explicit comments were made to me about it. At this point, it is useful
to examine the penultimate eight-gambang-beat wnit in score 14 of the
cipher transcription of Ladrang Pangkur (Corpus VI:14), a passage which
the player deemed unacceptable and is therefere left out of the analysis.
Something can be leammed from an errcr, however, ilad this passage been
given a motivic désignation, it would have been S2 (followed by an
accession number). The final tone is 6, and the passage falls in the
third sentence position. The motif type S2 for the approach to tone 6
is found fairly frequently throughout the corpus, but not once is motif
type S2 found in the third sentence position. It seems probable, there-
fore, that Suhardi's identification of this as an error is based on an
intuitive feeling that motif type S2, which wmay fit (cocog) with final

tone 6 in some ccntexts, does not fir in the context of the third
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sentence position, no matter what the final tone.

Variety Coefficients

To be able to discuss and compars the extemt of variety in motif
types used for a given final or a given sentemce position, variety
coefficients are derived. A minimum of one motif type must be used
for the apprcach to each tone. For a tone approached exclusively by
one motif type, there is no variety (.00). For a tone approached y
times by y number of motif types, there is complete variety (1.00).

The variety cocefficient is computed as follows:

(Number of motif types used for a final) minus 1
divided by

(Nuzber of occurrences of the final) mizus 1

Henece, if a final occurs only once, nonvariety cocfficient may be
computed. For a given irama, or for a whole performance, the extent
to which motif final may be a determinant of the type of motif used is
computed as fcollows:
(Sum Qf number of motif types used for each
final) minus (number of finals)
divided by
{Mumber of occurrences of all these finals)
minus (number of finals)
The variety coefficient with respect to final tone may then be
compared with the variety coefficient for the extent to which a sentence

position may be a determinant of motif type, computad as followus:



(Number of motif types used for a position) minus 1
divided by

(Number of occurreunces of the position) minus 1

Again, if a position occurs only once, no variety coefficient may be
computed. For a given irama, or for a whole performance, the extent
to which the position may be a determinant of the motif type used is
computed -as follows:
(Number of motif types used for each position)
minus (number of positions)
divided by
(Number of occurrences of all positions)

minus (number of positions)

Prominent Motif Types

oi the teotzl

sy

Each motif type which accounts for wore than 2.5
motif positions in a gending is analyzed in attempt to determine whether
some notif types are more final-specific and others more position-

cpeciiic.

Integrative Analysis: Gambang and Lagu

The emphasis must be shifted at this point to an inquiry into how
the gambang part integrates into the group. Since the time required to
transcribe all the parts for each gending would have further limited the
number of gendings in the corpus of this study, the analysis cannot
offer a complete picture of the relation of the gambang part to each

instrument and voice of the ensemble. As has Loen pointad out in

Chapter IV and V, what my informanrs consider to be the gambang's
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'core context' is the rebab, gend2r, gérong, and pesinden parts. Since
1 hear§ more comments about the gambang part's relation to the lagu

than to any of the individual parts actually played, I have chosen to
investigate the nature of this relationship. It is worth noting,
nevertheless, that my informants mention the frequent similarity between

gambang and gendér parts--a subject which merits further study.

Intervallic Relationship

The tone played on the gambang simultaneously with each lagu beat
is a focus of attention. As demonstrated in Chapter V, sometimes the
gambang tone is the same (unison) as the lagu tone but sometimes not.
Within the first eight lagu beats of the first gending to be analyzed
(Ketawang Puspawarna, Corpus I1:2) already there are instances of non-
unison. One of the concerns of the znalysis is to discover trends in
the rhythmic 'location' of such non-unisons within the context of the
musical sentence and to show what types of non-unisons occur.

Comments on the gambang part's relation to the lagu are within
what in the West would be identified as the rualm of consonance-
dissonance. As is the case with other aspects of Javanese thought, a
binary division such as consonance vs. dissonance (if something is not
consonant, it is dissonant) is not operative. Instecad there is a
continuum from consonant to dissonant. The word commonly used by my
informants for 'consonant'! is 'harmonis'. The foreign origin of the
word ‘harmonis' is acknowledged by my informants, but they nevertheless
make frequent use of the term in discussing musical relationships, and

occasionally social relationships.
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'Hafmonis-ness' in music is talked about at several levels of
specificity. For exﬁmple, one whole performance might be described as
more harmonis than another. While a musicological explanation of what
makes one performance more harmonis than another is bevound the scope
of this study, it seems safe to say that, at this level, the more
harmonis the better. To my understanding, this might be comparable to
a comment in English that one performance is more "together', 'clean',
or "polished' than another.

More specific is the Javanese conception of intervals between
tones, which deserves explanation here. At this more specific level,
maximum 'harmonis-ness' is not desirable in each sentence location;

too much conscnance would be dull.

Interval Tarminolosny

Jzvanese terminoclogy for intervals is not based on ceat differ-
ences, but on distance between two keys on the gambang (as well as
gender, gend2r panerus). The interval between two tones is referred
to as if they were played on these instruments. Thus 3 and S in pllog
would be considered adjacent tones, even though they are not physic-
ally adjacent on all instruments. A particular interval may vary in
cent measuremcnt depending on what tones are present on a given
instrument. Using the sample Pélog intervallic structure in Figure 2
and keeping in mind that only five tones per octave are found -on the
gambang at any one time, one finds, for example, that the interval

resulting from striking two keys separated by one key may yield very

different intervals as measured in cents.



Keys Struck, Lower First Resultant Intervals in Cents
bem and dada (1 and 3) 242 [sic]

gulu and lima (2 and 5) 593

dada and mem {3 and 6) 559

lima’ and bem (5 and 1) 552

The remarkable difference between the bem to dada interval (242 cents)
2nd the others (each over 500 cents) shows in one way the process
(kinctic) orientation in Javanese musical thinking and performance.
As pointed out in discussing motifs, the player goes through certain
physical processes as he plays the instrument; if produced by the
same process, the resultant sound products are considered 'the same’
cven if acoustical scicnce would indicate otherwise.  Awzre that this
orientation is important, if not primary, to Javanesc music waking, T
have chosen to discuss conconance-dissonance and non-unison intervals
from the Javanese point of view, in hope of discovering certain trends
(i.e., in musical process) that might not appear from treating this
watter in an acousticul-scientific framework.

There are certain inconsistencies and ambiguities in the Javanese

terminology, as may be seen in the following:

Javanese Terminology

1 11 I11
interval of one key kempyang --—— -
interval of two keys kembyung let 1
interval of three keys kempyung let 2
interval of four keys kembyung let 3
interval of five keys gembyang ‘let 4

(one octave)
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The terminology in the second column does not show a difference between
incervalé of two keys and intervals of four keys. The terminology in
the third column shows this difference but lacks a term for intervals
of one key (i.e., two adjacent keys, kempyang). Furthermore, for
intervals greater than five keys, a compound of the existing terms in
the second column would need to b. used. Extrapolation frcm the third
column would be possible. Yet since the analysis focuses on the rela-
tion of the gambang to the lagu, it will be facilitatéd by the use of
positive and negative numerals representing the distance in keys from
the lagu tone to the gambang tone sounded at that point.

If the gambang tone is an interval of two lower than the lagu
(for example, lagu tonc is 3, gambang tone is 1) the relationship is
called -2 (winus two). If the gambang tone is an interval two higher
tlion the lagu (for cxomple, lagu tone is 5, gambang ton2 is 1) the
relationship is called +2 (plus two). If the gambang tone is the same
as the lagu, the relationship is called O (zero). This system shows

not only the resultant interval but also whether the gambang tone is

sbove or below the lagu.

Consonance-Dissonance Coefficient

The intervals discussed above (under the heading 'Interval
Terninology') fit into a continuum of relative 'harmonis-ness'. I
have assigned numerals to a ranking of intervallic relationships between
gambang tone and lagu tone on the basis of verbalizations by informants:

from unison (no dissonance) to kempvang (maximum dissonance). The

assignment of numerals to this ranking is arbitrary, but the sequence
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of the ranking is not. I have chosen a scale from zero to four, given

below:
Cons.-Diss. Rank: 0 1 2 3 4

’ Interval: unison gembyang kempyung kembyung kempyang
(Representation (=0) (=+5,-5) (=+3,-3) (=+2,-2) (=+1,-1)
in the analysis) (=+4,-4)

Of course; it is guestionable whether in musical perception two
kempyungs are equal to one kempyang in amount of consonance-dissonance,
since the interval kempyang is more dissonant than keﬁpyung no matcer
how many times the kempyung is played. The intervals are qualities
unto themselves; the amount of consonance-dissonance ascociated with
each one falls at some point along a continuum. Therefore, this rank-
ing is not intended to be a quantification but merely to serve as an
analytical tool in discussing consopance-disscnancc. Fully realizing
the unreliability of averages, I havc chosen to represent the extent of

consonance~-dissonance for a given sentence location as follows:

Sum of Cons.-Diss. Rankings in that location
divided by

Number of occurrences of that location

The minimum possible dissonance (if only unisons occur) is 0. The

maximum possible dissonance (if only kempyangs occur) is 4.

Aspects not Discussed in the Analysis

1f what has been proposed for analytical investigation to this
foint might be subsumed under the Western musicol-sgical headings of

melody and harmony--though harmony as practiced in Western music is not
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part of traditional Javanese music--then some consideration of rhythmic
aspects might be expected also. In fact, since consideration is given
to the rhythmic location of nom-octave playing within the eight-beat
unit and of motif types and intervals between the gambang and lagu in
the musical sentence, rhythmic aspects are incorporated into the anal-
ysis. Furthermore, the division of data by irama is a rhythmic divicion.

Several aspects of rhythm might seem to wmerit analytical consid-
eration, such as the occasional delayed tonec (indiczted in the
transcriptions by a superscript arrow). To the best of ‘'my knowledge,
these are part of Suhardi's idiolect and are not considered important
by him. Similarly, thc numerous inctances of one hand playing slightly
before the other, indicated in the transcriptions by a diagonal line,
ware never talked about. It should be notard that in cases where the
hands do not strike the keys simuitaueously, only once in the perfovm—
ances transcribed for this study does the left hand preccde the right.
Thus a tendency in Suhardi's idiolect to strike with the right hand
before the left cmerges. In lessons I experimented, unbeknownst to
Suhardi, by playing the szme motif once with the left hand preceding
the right hand on some beats, once with the hands striking simultan-
eously, and once with the right hand preceding the left hand; Since
the difference elicited no comments, I choose to omit this feature of
Suhardi's playing from further analysis.

Clearly, tempo is an important aspect of gambang playing. As cne
of the instruments supplying the density referent, one important
function of gambang playing is to provide a stendy pulse Ywithin the

rother narrow limits of the fastest possible but physically comfortable,
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density" (Hood 1971:115), regardless of what tones are produced. Since
the examples were taperecorded without .drum accompaniment, exact metro-
nome markings are mot sufficiently reliable as indications of usual
performance practice to allow analytical investigation. Judging from
the numerous times I have heard these and similar gendings performed
inJava, I am confident that the points at which Suhardi initiates
changes of tempo, the points at which he changes the gambang density,
and the tempo at which he changes this demnsity are within the bounds of
Javanese musical consensus. A consideration of the first of these is
actually a study of Javanese treatment of tempo in general. Since other
instruments change their density relationship with the balungan beat and
not necessarily at exactly the same point as the gambang, the second and
third of these is specific to the gambang. However, thece would bte
better investigated with a much wider sample from full gemelan periocrm-

ance situations.

Data Display

Summary and selected data is presented in Chapter VII and the full
data is presented-in tables in Appendix B. Several conventions adopted
for the display of the data are explained here.

Percentages are rounded to the nearest integer, except where less
than 1%. Occasionally the sum of percentages, which would equal 100 if
not rounded off, equals 98, 99, or 10l. In such cases, the sum of the
rounded percentages is given, with 100 written in parentheses underneath

to indicate that all the data is accounted for.
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rhé order of items in tables is determined by several criteria.
Cases where frequency of occurrence is the criterion are clear. For
the tables containing data on motif finals aad motif lows or motif
types (Tables 5 and 6), I have arbitrarily chosen the highest finél
tone in the corpus item for the first item in the table.5 ‘Tones of the
same pitch degree are grouped togethar. Hence, the following order
(from Table 6-A) means that the highest motif final in Corpus I is 3;

no other information is conveyed by the order.

[loa e R il s L 2 oS LICL VS R VS IR VY 1]

‘o n

The order of items in tables relating to sentence position or sentence
locatien ig from first pesition to lest, acrocs the page.

The first two corpus items are discussed in detail. For thie remain-
ing four corpus items the data is presented,'but discussed only when
commentary specific to the particular item is necessary and not

derivable from the discussion of the first two corpus items.
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Notes to Chapter VI

lSee further in this regard Trimillos 1972.

2See Suparno 1973.

3In the cipher transcription the entrance of the ciblon drum precedes
the beginning of irama III by six lagu beats, but Suhardi assured me
that the gambang playing eppropriate in the context of this drum
would not be initiated immediately upom its entrance. This 'ciblon
style' does not begin immediately with a change to irama III either,
nor is it consistently different from the 'non-ciblon style'.

4 . . . . . ,
Whether non-musicians use the word 'harmonis' in discussing non-musical
relationships, I cannot say. During my stay in Java I did not notice
it being used by anyone other than musicians, but most of my verbal

interaction was with musicians.

STable 5-D does not follow this system but, instead, the same order of
motif finals as in Table 5-B to facilitate comparison of Sléndro patet

Sanga and P3log patet Y¥em, 'Samgza' type.



CHAPTER VII

ANALYSIS

Corpus I1: Ketawang Puspawarna, Sléndro Patet Manyura

This gending was played on a gambang consisting of 19 keys
(1 to 5). The performance consists of 33 gambang beats (am initial
plus eight lagu beats) in irama I, and 580 gambang beats (72 lagu

beats, one of which is extended) in irzma IT.

Non-Thematic Analysis

Total Melodic Range

The total melodic range for the whole performance covers all Lut
the lowest two keys on the gambang on which it is performed: in the
left hand from 3 to 5 and in the right hand the sawe Lut one octave

higher (3 to 5), as shown below.

For the ranges in cach irama, see Table 1.

Maximum Stepwise Motion

For the whole performance, the maximum stepwise motion is siz
keys: in ascent in the left hand. Maximum stepwise descent is four
keys: in the left hand. The maximum stepwise motion in each direction
in the righc\hand is one key less than that of the left hand, as shown

below.
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Ascent lDescent
r.h. 5 keys=1l octave 3 keys=l octave minus 2 keys
1.h. 6 keys=1 octave plus 1 key | 4 keys=1 octave minus 1 key

The maximum stepwise moticn in each irama is givenr in Table 2.

Maximum Repnetition of a Single Tone

For the whole performance, the maximum repetition of a single tone
is four successive statements of tone 3 in the right hand. In the left
hand no tone is stated more than three times in succession. The maximum

repetition of a single tone in each irama is given in Table 3.

Non-QOctave Plaving

Of a total of 613 gambang beats in the whole performance, 79 (13%)
o2 non-octave. The non-octave playing consists of 50 (63%) unon-octave
intervals, 26 (33%) rests in the left hand, and three (4%) rests ia the
right hand.

For the total of 79 instances of non-octave playing, 35 (44%) occur
on the first gambang beat of an eight-gambang-beat unit and only omne
(12) on the eighth. Only on the first gambeng beat do all three types

of non-octave playing occur.

Gmb. Beat No. 1 2 3 4 5 6 7 8 Total | Percent

Rests in r.h. 3 0 0 0 0 0 0 0 3 4%

Rests in l.h. 8 5 3 1 3 2 3 1 26 33%

Non-oct. Int. 24 0 0 1 21 0 4 0 50 63%
Total 35 5 3 2 24 2 7 1 79 100%
Percent L4L% 6% 6% 34 30% 3% 9% 1% 100%

The non-octave playing in each irama is given 1in Table 4-A.



Motivic Transcription

Motivic

Puspawarna,

5t

L)

Ketawang
Umpak-umpak
2t 3w 5
§2-17 S3-16 Fd-3
irama I
3 . ét
$3-7 Ge=3 S5-6
irama II
1 2t
R1-1 s2-13 S5-1
3 6t
53~7 Ge=3 S5-6
Ngelik
6 6t
12-6 I2-3 Gd-1
3 it
8$3-7 Ql-3 Gb-1
6 it
$2-18 S$3-16 $3-7
3 6t
$3-7 Ge=3 ~ 85-6
6 2t
$5-6 S2-4 §5~1
3 6t
S3-7 Ge=3 R1-1

1n
§3-12

2p

S2-4

3w
S2-4

2p
S2-4

Ge~8

§3-2

$5-7

N2-1

S$3-2

L4-1

Analysis

[ 1

N

[ 1)

We

it
Ge-3

3t
Bb-1

1t

Ge~2

3t
Ab~-1

1t
Ge=2

Sléndro Patet Manyura

Fd-3

Fd-5

Fd-5

Fd-3

Fd-3

Gb-9

Fd-3

Gb-9

Ln

"\

“w

o
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éng
G2-3

S3-12

6ng
s2-17
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Total Number of Motifs Used

In ihe whole performance, a total of 34 motifs are used in the
total 76 motif positions. Of these, 18 motifs are used more than once
and account for 59 of the motif positions.

In irama I, each of the four motif positions is accounted for by
a different motif. None of these is exclusive to irama I.

In irama II, 17 motifs are used more than once, accounting for 55
of the total 72 positions. That 14 of these are exclusive to irama II
in this performance is more’likely due to the fact that most of the
performance is in irama II, rather than to.a difference in contextual __
appropriateness between irama I and II. |

The three most frequently used motifs are S2-4, S$3-7, and S3-12,
each used six times. Hence no one motif accounts for more than 8% of

the whole performance.

Motif Final and Motif Low

As discussed in Chapter VI, the motif low in motifs whose low is
lower than the final (referred to as LLF motifs) iay be a2 function of
the patet of the composition in which the motifs are used. Since ay
informants indicate that octave register is not important for this
aspect of patet, this portion of the analysis does not differentiate
register.

In the whole performance, 51 (67Z) of the 76 motif positioms are
accounted for by LLF motifs. The degree of motif lows, the degree of
their corresponding finals, and their frequency of occurrence are

presented in Table 5-A. In each case the pattern predicted in
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Chapter VI for pagle: Manyura is prominent, as summarized below.

Most Frequent Other Predicted
Degree Tonal Motion Tonal Motion Tonal Motion
Motif Final Low to Fimal Lew o Final Low to Final
3 6 up to 3(x12) | 1 up to 3(x2) 6 up to 3
2z 6 up to 2(x10) | 1 up to 2(x1) 6 up to 2
1 3 up to 1(x5) 6 up to 1(x3) 3up tol
1) 3 up to 6(x7) 2 up to 3(x1) 3 up to 6
6 up to 6(x7)
S 2 up to 5(x2) 6 up to 5(zx1) 2 up to 3

In no case is the enemy degree 5 used as the low of an LLF motif.
Degree 6 is the most frequently used motif low, found more often than

all other motif lows combined, as shown below.

Degree of No. of

Motif Low Occur. Percent
13 33 652
3 12 242 B
2 3 62
1 3 6%
(€)) 0 0z

Total: 51 1012

(100%2)

The prominence of degrees 6 and 3 as motif lows and the absence of
degree 5 appear to give rise to a sense of modality (patet). Degrees §
and 3 are the only two degrees discussed by my informants as typical
and 'comfortable' gending finals in patet Manyura. For :the whole
performance, the most frequent motif finals are also 6 and 3. Degree 3,
never used as a motif low, is found nine times as the motif final, as

shown below.
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- Degree of Neo. of
Motif Final Occur. Percent
[ 21 28%
3 21 28%
1 13 172
2 12 162
S 9 122
. Total: 76 1017

(100%)

That the occurrences of degrees 6 and é.account for only 56% of motif
finals but 897 of motif lows, and that the enemy degree 5 accounts
for 12%7 of motif finals but no motif lows, indicates that motif lows

may be more important indicators of patet than motif fimals.

Motif Final and Motif Tvve

For the whole performance, there are 11 motif finals. Below are
given the number of motif types used for the approach to each motif
final, the number of occurrences of the final, and the resulting variety

coefficient (as explained in Chapter VI).

Motif | No. of Motif Types/
Final | No. of Qccur. of Final Variety Coefficient
Ir. I | Ir. IT | Whole Perf. Ir. I | Ir. II | Whole Perf.

3 — | 1/5 1/5 - .00 .00
3 1/1 5/12 5/13 —— K .36 .33
3 — 1/3 1/3 — .50 .50
2 — | 4/4 A - | 1.00 1.00
2 1/1 2/7 2/8 e 3 .17 .14
i — | 2/2 2/2 — | 1.00 1.00
1 ’lll “4/10 4/11 —k .33 .30
6 — 6/14 6/14 ——— .38 .38
6 — 377 3/7 . .33 .33
5 — 5/5 5/5 —— 1.00 1.00
3 1/1 1/3 1/4 — .00 .00

Summary

for all| 4/4 | 34/72 34/76 — .38 .35

Finals

*Variety coefficient not computable, since there is only
_ one occurrence of a final.
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A complete listing of each motif type used for the approach to each
fiﬁal is given in Table 6-A. The extent to which the motif final may

be a determinant of the type of motif used is represented by an overall
coefficient of .35 for the whole performance. The tones approached with
the greatesh variety in motif type are tones i, i, and 5 (each with a
coefficient of 1.0: maximum varie<y). The tones approached with the
least variety are tones 3 and 5 (each with a coefficient of Q: only one

motif :?te used) .

Sentence Position and Motif Type

The number of motif positioms per musical séntence is not the same
for all iramas; therefore, this portion of the analysis can deal only
with each irama separately. The complete data for each irama is found
in Table 7-A. ﬁelow are presented the most frequeatly used motif
type(s) and the variety coefficient for each position in irama II. No
variety coefficient is computable for irama I,. since_only one musical
sentence ocCcurs.

irama I  Position No.

1 | 2 ] 31 &
S2 | S3 | Fd | 83

irama II- Position No.

1 2 3 4 5 6 7 8
33(x5) [Ge(x4) | SS(x5){S2(x8) |S3(x3) Ge(x3) |Fd(x6) |S3(x5)
Most Freq. Motif Type

.50 .50 .50 .13 .75 .50 .13 .25
Variety Coefficient

Variety coefficient for irama II: .41

The position of greatest variety is the fifth positioﬁ (.75). The

fourth and seventh have the least variety (.13). There is less variety
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in the eighth position than in all but the fourth and seventh positioms.
The limitation in variety in the fourth position may be due to the
appropriateness of only certain motif types for ending a gatra. The
limitation in variety in both the seventh and eighth positions, further-
more, may indicate a preference for only certain motif types to end a
musical sentence, 'preparing' in the penultimate (seventh) position and
'confirming' in the final (eighth) position. The prominence of motif
type Fd in the penultimate position and motif type S3 in the final
position in irama II is paralleled by the use of these two motif types
in the penultimate and final positions in the only musical sentence in oo - ..
irama I. Although motif type S3 is the most frequently used motif in

the first and fifth positions in irama II, the use of motif type Fd

preceding the use of type S3 appears to mark the end of e'musical

sentence. Another pattern, the preference for type S3 in the first and
fifth and type Ge in the second and sixth positions reflects the unic

smaller than musical sentence: gatra. (Fifth and sixth positions in a
musical sentence are the first and second positions in a gatra, the

gsecond gatra of that musical sentence.)

Below, the overall variety coefficients for motif final and for

sentence position are compared.

Motif Final and Sentence Position

Motif Type and Motif Type
irama I {not computable )
irama II .35 .4l

From this data, it appears that both motif final and the sentence

position are determinants of the choice of motif type. The difference
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of .06 is not statistically significant for such a short performance.
Had the variety coefficient for motif final been .10 and for sentence
position .90, we might conclude that final and not position is an

important dete}minanc of motif type. The data above reflects what I
suspected—that both final and position are significant determinants

of motif type.

Prominent Motif Types

Of the 61 motif types identified from the corpus of this study,
18 are used in this performance. Of these, 11 motif types are used
more than once: S3(x19), S2(x14), Ge(x8), Fdfx7), $5(x7), Gb(x4),
Ab(x2), G2(x2), I2(x2), Ql(x2), and R1(x2). Each of these motif types
accounts for more than 2.5%7 of the whole performance and therefore
merits discussion. Together, they account for 69 of the total 76 motif
positions. The following (on page 247) shows the finals for which
these motif typés are used and the sentence positions-in which they -
occur. Irama I is excluded, since there are only four sentence posi-
tions in irama I. This is a summary of the complete data given in
Table 8-A. | | :

The motif type with the greatest number of fimals is §2 (with six
finals). Motif types S5, Ab, G2, I2, and Rl have only one final. Of
these, S5 occurs seven times (each time with final tome 6) and is most
significant, while the others occur only twice. Motif type S3 occurs
in all but the fourth and seventh positioms. Motif types Fd, Ab, and
G2 are each restricted to only one position (the seventh, sixth, and
eighth respectively). Of these, Fd is the most significant, since it

occurs seven times (six times in irama II) while the others occur only
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Motif Most Freq. Other Most Freq. Other

Type Final(s) Finals Position(s) Positions
s3 3 3,i,1,6 1 and 8 2,3,5,6
s2 2 3,2,6,6,5 A 1,2,8
Ge 6 1,6 2 5,6
Fd 3 3,1,5 7 none
S5 6 none 3 1,5
Gb 3 2 7 -3
Ab 3 none 6 none
G2 6 none 8 . none
12 6 none 1 and 2(each x1)

Q1 2 and 1(each x1) 2 and 4(each x1)
Rl 1 none 1 and 3(each x1)

twice.‘ The data indicates that the choice of some motif types (such as
Fd) is determined more by position than by final, while the choice of
| others (such as S5) is determined more by final than by positionm.

With the exception of the fifth position, each of ‘the eight posi-
tions appears as the most frequent location of one or more of these
moﬁif types. The distribution of these may well, through expectancies'
within the cultufe, give rise to the feeling of a musical sentence as
a musical unit. The use of type Fd in the penultimate position has
been discussed under the heading "Sentence Position and Motif Type",
above. It does not occur in the final position of either a gatra or a
musical sen:encé. Motif types S3 and G2 appear frequently in the final
position but never in the penultimate. Some motif types appear only in

even-numbered positions (Ab, G2, Ql, and, with one exception each,-S2
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and Ge). Others appear oanly in odd-numbered positioms (Fd, S5, Gb,
and R1). These and other trends are more meaningfully discussed in

summarizing the analysis of all the corpus items.

Integrative Analysis: Gambang and Lagu

Intervals and Sentence Location

It has been suggested above that the choice and arrangement of
motif types is, to some extent, due to position in the musical sentence.
The locations of unisons and non-unisons of gambang with the lagu also
gseem to reflect the importance of musical sentence as a meaningful unit.

The data from Table 9-A is given in summary form below.

Lagu Beat No. 1 2 3 &4 5 6 7 8

Irama I No. of Unisons 1 1 1 1 0 0 0 2
No. of Non-Uni. o 0 0 o0 1 1 1 0O

Irama II No. of Unisons 7 5 2 8 i 7 0 9
No. of Non-Uni. 2 & 7 1 8 2 9 0

Whole No. of Unisons 8 6 3 9 1 7 0 11
Perf. No. ofNon-Uni. 2 4 7 1.9 3. 10-..0

In a total of ten sentences plus the initial beat of the performance,
the gambang is aiways in unison with the lagu on the eighth (final) lagu
beat. At no other point is the gambang always in unison with the lagu.
With one exception the fourth lagu beat (the end of a gatra) is also a
point of unison of gambang and lagu. 1In a total of ten occurrences of
seventh lagu beat, the gambang is never in unison with the lagu, and
with two exceptions thé third lagu beat (penultimate beat of a gatra)
is also a point of non-unison of gambang and lagu. .In irama II and in

the whole performance (irama I and II combined) the gambang is more
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often in unison with the lagu than not on beatrs 1, 2, 4, 6, and 8. The
ainglg musical sentence in irama I does not adhere to this trend. In
irama II and for the whole performance the tendency for uniscn of
gambang and lagu on even-numbered beats and for non~unison oﬁ odd-
numbered beats emerges. The only exception is the first lagu beat.

Nine types of intervallic relationships vccur between gambang and
lagu in the whole performance. These are represented in Table 9-A with
negative and positive integers as discussed in Chapter VI: -4, -3, -1, -
0, +1, +2, +3, +4, and +5. On only two of the eight lagu beats of a
musical sentence is the most typical interval something other than
unison: beats 5 and 7, with intervals -l(minus one, i.e., kempyang
below lagu) and -4(minus four, i.e. kembyung below lagu), respectively.
On lagu beat 3 the interval +3(plus three, i.e., kempyung above lagu)
and 0 (unison) occur with equal frequency. Overall, then, the most
typical musical sentence would involve a gambang—to-lagu'felationship
" of unison on beats 1, 2, 4, 6, 8, and possibly beat 3, with an interval
of -1 on beat 5, -4 on beat 7 and possibly +3 on beat 3. This pattern
would give rise to a feeling of tension on the fifth, seventh, and
possibly third béats which would be resolved on the sﬁbsequenﬁ beat.
With the exception of irama I, various types of tension (from non-
unisons) occur on the first seven beats of a musical sentence; it is

only the eighth beat where tension 1s completely .absent.

Counsonance-Dissonance and Sentence Location

Using the system of ranking consonance-dissonance explained in
Chapter VI, the eight lagu beats of a musical sentence may be compared

and a pattern of progression shown. (Maximum consonance possible = 0;
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maximum dissonancé possible = 4.) The tabulation of consonance-
dissonance coefficients is given in Table 10-A. Below is given the
consonance-dissonance coefficient f£or each lagu beat in each irama

and for the whole performance.

Lagu Beat No. 1 2 3 4 5 ) 7 8
Irama I 0 0 J 0 4 2 2 0
Irama II .56 .89 2.00 Lab 2011 .89 2.56 0
Whole Perf. .50 .80 1.80 .40 2,300 1.00 °2.50 0

For the whole performance, the beat of greatest dissénance (the seventh)
immediately precedes the beat of greatest consonance (the eighth). This
might be seen as the 'period' on the musical sentence: greatest tension
on the seventh beat, always resolved on the eighth. This same pattern
is found in irama II which accounts for most of the whole performance.

1f ir;ma I is excluded from the discussion, an interesting pattern -
of regular alternation emerges. Beginning with the second beat, the
consonance-dissonance, as indicated by the coefficients, wvaries in a
regular oscillating manner. The following shows the relation of each
beat to the one immediately preceding ﬁﬁd the one immediately following
with respect to amount of dissonance in irama II and for the whole

performance:
1st < 2nd < 3rd > 4th < S5th > 6th < 7th > 8th

ﬁith the exception of the second beat, all the even-numbered beats
.involve less dissonance than the (odd-numbered) beats immediately
preceding and immediately following. This would seem to indicate that,
in addition to the clear tendency to resolve tension ;n the final beat,
there is a tendency for some extent of tension resolution on even-

numbered beats and for tension to build again on odd-numbered beats.




251

This same pattern occurs from the fourth through sixth beats and from
the seventh through eighth beats in irama I, but not throughout. As
was pointed out in the explanation of the system of ranking, the con-
sonance-dissonance“coefficienc is intended as z ranking rather than a
quantification. However, it demonstrates patterns of tension and
resolution which I believe are important to the nature of gambang

playing and its musical context, gamelan music.

Corpus II: Gending Gambir Sawit, Kegtuk 2 Kerep,
Ndawah Ketuk 4, Sléndro Patet Sanga

This gending was played on a gambang consisting of 19 keys (1 to 5).
The performance consists of 21 gambang beats (an initia; plus ten %ggu
beats) in irama seseg, 200 gambang beats (50 lagu beats) in irama I,
1211 gambang beats (151 lagu beats, one extended) in irama II, and 1744

gambang beats (218 lagu beats) in irama III.

Non-Thematic Analysis

Total Melodic Range

The total melodic range for the whole performance covers the total
range of the gambang on which it is performed. The range in the left
hand is 13 keys (1 to 5), and in the right hand is the same but one

octave higher (1 to 5.

- r.h. -
1 5’ 5
l.h.

For the ranges in each irama, see Table 1.
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Cmb. beat no. L 2 3 4 5 6 7 8 Total | Percent
Rests in r.h. 20 1 4 2 7 4 4 0 .42 8%. -
Rests in 1.h. 45 23 7 13 11 4 7 23 133 267
Non-oct. int. | 138 3 19 7 132 3 37 0 339 667
Total 203 27 3D 22 .1s0 11 48 23 | 314 100%
Percent 397 5% 6% 44 29Z2 2% 9% &% | 98%
(100%)

The non-octave playing in each irama is given in Table 4-B.

Motivic Analysis

Playing in irama seseg is not motivic in orientation and is there- .

fore not discussed under this heading.

Motivic Transcription

Gending Gambir Sawit, Ketuk 2 Kerep, Ndawah Ketuk 4
Sléndro Patet Sanga

Mérong
S5t
Ge~3
Irama I
. 2 2
$3-7 52-12
Irama II
1l 1
12-6 12-6
5 - 2
L2-2 $3=-7
2 2
Q1i-3 12-6
: 3 5
S4=1 §3-16
3 2
S2~12 §5~1
2 2
$3-19 12-5

§$5-6

I2-6

. 8§5-1

Fd-5

§5-6

Fd-4

Fd-3

Fd-3

N

-

N

52-3

Ge—3

S2-4

§3-12

I2-6

§5-6

S4-1

§3-3

Le-1

12-6

N

’

2e-

S3-16

J1-1

Fd-3

Fd-5

Fd-5

Fd-4

Gb-8

Fd-5

Fd-3.

Fd-4

L

o~

$3-12°

§2-17
Sw
52-17

3n
s2-17

1w
§2-17

Ing
s2-17

$3-12

In
§2-17



Gending Gambir Sawit, Ketuk 2 KRerep, Ndawah Ketuk 4
Sléndro Patet Sanga (Continued)

1 5
12-6 v5-1
2 2
§3-19  I2-5
1 5
I2-6 vs-1
5 2
12-2 $3-2
2 2
Q1-3 $3-19
3 .5
S4-1 Q3-1
3
$2-12  I2-6
2 2
§3-7 12-5
: 1 1
- 12-5 12-6
2t
§3-2

Irama I‘

Pangkat Ndawah

2 1t
M3-1 Q1-3

2 5t
§5-7 Ge~4

1 2
12-6 Q3-1

$3-17

S$5-6

Fd-5

Fd-5

S7-1

Fd-4

Ne

oON

[+ 13

o

§3-12

§3-4

Fd-5

Fd-5

Bd-1

Gb-9

-

o

2t
S2-4

5t
Ge=4

2t
33-12

6t
S§3-12

5t
Ge=4

2t
§3-12

§2-3

st

Ge~3

§$3-12

§w
s2-17

1t
52-17

12-6

[

Q1-12-

S4-1

feto

Q2-3
Ql-12

Q3-1

MC-1

S$5-6

§$3~7

S§5-1

s3-12

s2-5

1
Q1-3

Gb-7

e

J4-1

Q1-3

Gb-7

§5-7

Ql-12

14
Ge-3

5t
S2-17

Ge=5

Fd-5

S$5-6

Fd-5

_Fd-5

3

“w

Fd-5

Fd-4

§5-6

Fd-4

Gb-8
Irama I

254

bw
$3-14
S2-4

Sw
S2-17

3n
§2-17

1w
§2-13

L. sng\

G2-3

s3-12

§2-17

S2-4

2n
$3-12

1w
§2-17
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Gending Gambir Sawit, Ketuk 2 Kerep, Ndawah Ketuk 4
Sléndro Patet Sanga (Continued)

2 1 2 Sng
§3-12  Q1-3 Fd-5 G2-3
Irama III
Ndawah
2 2 2 Bt 2 1 2
§3-7 12-5 Bb-6 §3-14  S§3-7 Q1l-3 Fd-5 G2-3
1 1 6 1t p) 2 2 6w
$2-17  12-6 Q1-13° s2-13  s3-2 Bb-1 _ Bb-6 $3-14
2 5 5 1t 2 2 2 6w
$3-8 $2-20  S5-6 $2-4 $3-11  Bb-3 Bb-6 §3-5
2 2 2 6t 2 2 5 . 1In
§3-17  12-5 vs-1 S3-14  M3-2 Bd-3 Gb-8 N4-1
5 5 6 5t 2 5 5 1w
v5-1 V3-4 Ga-8 §2-20  §3-7 G2-1 Gb=4 $5-9
1 6 6 2t i 2 2 6w
12-6 R6-1 P1-3 $3-1 Ge-7 Ga=b4 Bb-6 §3-5
2 5 2 1t 2 2 2 w
$3-17  §5-11  Re-1 L4=3 $3-16° Bb=3 °  Bb=6 = S3-1l4
2 2 i 2t i 5 5 1n
$3-7 I2-5 V4-1 M3-1 D1-1 12-2 Gb=4 L4-3
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Gending Gambir Sawit, Ketuk 2 Kerep, Ndawah Retuk &4
Sléndro Patet Sanga (Continued) .

3 6t 2 Sw i st 5 v
I11-3 Q3-1 Gb-11 S2-17 Qi~-12 Gb-6 $5-6 S2-4

1 2t 5 1w 1 2t 2 Sng
12-6 Q31  Gb-8 = S2-17  Fb-1  Ge=3  §5-6  S2-3x

Total Number of Motifs Used

In the whole performance, a total of 114 motifs are used in the
total 394 motif positioms. Of these, 53 motifs are used more than once
and account for 335 of the motif positions.. |

In irama I, five motifs are used more than once, accounting for 11
of the total 25 positions. None.of these five is exclusive to irama I.

In irama II, 27 motifs are used more than once, accounting for 124
of the total 151 positions. Of these, six are exclusive to irama II:
L2-2, Qi-12, Q3-1, S3-19, S4-5, and Gb-7.

In irama III, 38 motifs are used more than once, accounting for 172
of the total 218 positions. Of these, 16 are exclusive to irama III:
Bb-1, Bb-3, Bb-6, Ga-4, Ge-7, L4&-3, M3-2, Q1-13, S2-19, S2-20, S3-53,
$3-20, S5-5, $5-9, V3-3, Gb-4, Gb-12, G2-1.

This points to the different character of ir;ma III, in which the
ciblon drum is used; as compared with irama I and II. Seven of the
motifs used more than once exclusively in irama III were identified by
Suhardi as 'ugal-ugalan' (playful, joking): Bb-1, Bb-3, Bb-6, L4-3,
§2-20, S5-9, and V3-3. The following motifs, exclusive to irama III

but used only once, were identified as ugal-ugalan: Bb-4, Bb-5, Bd-4,

Ga-6, Xe-1, L4-2, N4&-1, N4=-2, $5-10, S5-11, U3-1, and V3-4. Some of



258

the ochér motifs used exclusively in irama III might also be felt as
somewhat-ugalngalan but were not discussed with ny informanﬁs.. The
motif VS-1, identified as ugal-ugalan and played seven times in irama
III, is used twice in irama II. With this one exception, however, the
use of ugaf-ugalan motifs exclusively in irama III indicates the appro-
priateness of their appearance in the context of ciblon drumming. Their
use elsewhere is rare and, although not completely imapprupriate,
certainly less so. Of the 218 motif positions in irama III, 46 (21%)

’

are filled with motifs identified as ugal—-ugalan.

. The most frequently used motif is S$2-17, .used 23 times. EHence, no- .

one motif accounts for more than 6% of the whole performance.

Motif Final and Motif Low

As discussed in Chapter VI, the motif low in motifs whose low is
lower than the final (referred to as LLF motifs) may be a‘function of
the patet of the composition in which the motifs are used. Sinﬁe oy
informants indicate that octave register is not important for this
aspect of patet, this portion of the analysis doeé not differentiate
register.

In the whole performance, 284 (722) of the 394 motif positions
are accoun;ed for by LLF motifs. The degree of motif lows, the degree
of their corresponding finals, and their frequency of occurrence in
each irama is presented in Table 5-B. In each case, the pattern
bredicted in Chapter VI for patet Sanga is prominent, and, with the

exception of final 3, occurs more than all others combined, as

sumnarized below.
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Degree of Most Fraquent Other Predicted
Motif Final Tonal Motion Tonal Motiom Tonal Motion
Low to Final Low to Tinal Low to Final
2 5 up to 2(x65) | 6 up to 2(x17) S up to 2
2 up to 2(x9)
1 up to 2(x2)
1 5 up to 1(x46) | 6 up to 1(x12) Sup to 1l
2 up to 1(x11)
1 up to 1(x3)
6 2 up to 6(x31) | 5 up to 6(x6) 2 up to 6
6 up to 6(x1)
3 2 up to 5(x36) | 5 up to 3(x26) 2 up to S
1 up to 5(x6)
6 up to 5(x2)
3 1l up to 3(x4) 5 up to 3(x2) lup to 3
. 2 up to 3(x4) 6 up to 3{xl)

In no case is the enemy degree 3 used as the low of an LLF motif.
Degree 5 is the most frequently used motif low, found more thanm all

other motif lows combined, as shown below. -

Degree of No. of
Motif Low Qccur. Percent
5 145 s1z
2 91 327%
6 33 122
1 15 52
3 0 ($)4
Total: 284 1002

The prominence of degrees 5 and 2 as motif lows and the absence of
degree 3 appear to give rise to a sense of modality (patet). Degrees 5
and 2 are the only two degrees discussed by my informants as typical
gending finals in patet Sanga. Of these, 5 is ldentified as the most

'comfortable' gending final, more s> than 2. For the whole performance,
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. the most frequent motif final is degree 2 (136 occurrences). Degree 3,
never used as a motif low, is found 22 times as motif fipal, as shown

below.

Degree of No. of

. Motif Final Occur. Percent
2 136 352
3 102 262
1 30 20%
] 54 142
3 22 5%
Total: 394 1002

Hence, the motif low appears to be a more important indicator of patet

than the motif final.

Motif Final and Motif Type

For the whole performance, there are 11 motif finals. Below
(on page 261) are given the number of motif types used for the approach
to each motif final, the number of occurrences of the final, and the
resulting variety coefficient (as explained in Chapter VI). The
extent to which the motif final may be a determinant of the type of
motif used is represented by an overall coefficient of .21 for the
whole performance. The tone approached with the greatest variety in
motif type is tomne i (variety coefficient = .52). The tone approached
wi:h the least variety is tone 3 (variety coefficient = 0: only one
motif type used).

In irama I, there are eight motif finals with an overall variecty
coefficient of .53. In iramas II and III, there are 11 motif finmals,

with overall variety coefficients of .32 and .25 respectively.
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No. of Motif Types/ ,
Motif | No. of Occur. of Final Variety Coefficient. —_——
Final Ir. I | Ir. IT ! Ir. III! W.P. Ir. I | Ir. 11 Ir. ITIT | W.2.
2 1/1 | 3/6 8/22 | 9/29 — .40 .33 .29
2 4/7 9/37 9/53 |14/97 .50 .22 .15 .13
2 1/1 3/5 1/4 3/10 — .50 .00 .22
i — | 5/7 9/17 [13/24 — .67 .50 .52
1 3/4 6/25 7/27 |10/56 .67 .21 .23 .16
6 — 6/9 8/17 111/26 — .63 A .40
6 2/3 3/7 5/18 6/28 .50 .33 .22 .19
5 3/4 9/22 7/33 [11/59 .67 .38 .18 .17
5 2/3 6/15 4/21 | 6743 .50 .28 .15 .12
3 —— 7/12 3/5 8/17 — .55 .50 Ry
3 1/2 1/2 1/1 1/5 .00 .00 —* | .00
Summary
for A1l | 17/25 | 58/151 | 62/218 {92/394 || -.53 .34 .25 | .21
Finals

*Variety coefficient not computéble, since there is only one
occurrence of the final.

W.P. = Whole Performance

A complete listing of each motif type used for the approach to each
final in each irama is given in Table 6-B.
Irama III, with the greatest number of motif positions (218), has a
much smaller variety coefficient than does irama I (with only 25 motif
positions). It is quite possible that such wide differences in variety
coefficients would not occur if the sample from the three iramas were

more equal.

Sentence Position and Motif Tvpe

The number of motif positions per musical sentence is not the same
for all iramas; therefore, this portion of the analysis can deal only
with each irama separately. The complete data for each irama is found

in Table 7-B. The most frequently used motif type(s) and the variety
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coefficient for each position in each irama are given in summary form

below.
Irama I Position no.
1 2 3 4
Most Frequent |S5(x2)!Ge(x3)IFd(x4)152(x3)
Motif Types S3(x3)
Variety .75 | .50 | .33 | .20
coefficient.

Variety coefficient for Irama I: .43.

Irama II1 Position no.

1 2 3 4 5 6 7 8
Most Frequent |12(x6)|I12(x7)|Fd(x7)|S2(x7)153(x3)|QL(x4)|Fd(x11) |52 (x14)
Motif Types Q1(x3)
Variety .33 | .28 | .29 | .17 | .61 | .56 | .22 11
coefficient

Variety coefficient for Irama II: .32.

Irama III" Position no.

1 2 3 T4 5 6 7 8
Most Frequent |[S3(x12)I2(x7)|Gb(x7)[S2(x12)IS3(x17)Bb(x5){Fd(x10)|S3(x10)
Motif Types S2 (x5)
QL(x53)|
Variety. . 23 | .31 | .50 | .23 |.22 | .46 | .15 .23
coefficient

Variety coefficient for Irama III: .29.

The positions of.grea:est variety in each irama are the first (.75) in
irama I, the fifth (.61) in irama II, and the third (.50) in irama III.
The position‘of least variety is the fourth position in irama I, the
eighth position in irama IT, and the seventh position in irama III. A
trend emerges, however, in the approach to the end of a musical
sentence. In irawas I and II, the final position is the position of
the least variety; the penultimate has greater variety than the final

position but less than the antepenultimate; and the antepenultimate has
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less variety than the position immediately preceding it. The patternm

of decreasing variety appears once for.the musical sentences.in irama I;

the nearer the end of the musical sentence, the less variety in the
choice of motif types. In irama II, a pattern of decreasing variety
occurs twicé;l from the first to the fourth position (first gatra), and
from the fifth to the eight position (second gatra). A sense of gatra
may be indicated by these patterns of decreasing variety in irama II,
but not in irama I. In both iramas, however, a sense of musical
sentence may be indicated by these patterns.

In irama iII, the pattern is somewhat different, perhaps because of
the use of ugal-ugalan motifs. As is the case with motif final and
motif type, the variety coefficient decreases as the number of occur-
rences of motif positions increases. Below the variety coefficients for

motif final and sentence position are compared.

" Motif Final Sentence Position
Motif Tvype and Motif Type
Irama I .53 | , _ .43
Irama II .34 .32
Irama III .25 . .29

Froﬁ this data, it appears that both motif final and sentence position
are determinants of the choice of motif type. The difference of .10 in

irama I is probably attributable to the small sample of that irama.

Prominent Motif Types

Of the 61 motif types identified from the corpus of this study, 40
are used in this performance. Of these, ten motif types are used more

than ten times: S3(x88), $2(x58), Fd(x36), S5(x31), I2(x29), Gb(x26),
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Q1l(x17), Bb(xl4), Ge(x1l3), and G2(x1l). Each of these accounts for more
than ZfSZ of the whole performance and therefore merits discussion.
Together, they account for 323 of the total 394 motif positions. The
following shows the finals for which these motif types are used and the
sentence positions in which they occur. Irama I is excluded, since

there are only four sentence positions in irama T.

Most ~ Most ¥
Motif Frequent Other Frequent Other
Type. Final(s) Finals . Position(s) Positions
s3 2 2,6,6,5 5 all
S2 1 2,2,1,5,5,3 4.and 8 |1,2,6 -
Fd 2 2,1,6,5,3,3 7 3,6 |
S5 5 2,2,1,6 3 all except 4
12 1 2,2,1,5,5 2 1,3,4,6
Gb 5 2,1,6,6,3 7 3,6,8
Q1 i 2,1,6,6,3 6 1,2,3,5
Bb 2 (exclusive) 7 2,3,6
Ge i1and 5 | 2,6,5 4 5,6
G2 5 5 8 2,4,6

This ié a summary of the complete data given in Table 8-B.

The motif types with the greatest number of finals are S2 and Fd
(each with seven different finals). Motif type Bb has only one final
(2). Motif type S3 is the only motif type which appears in all eight
positions of the musical sentence. Motif types Fd and Ge are both
restricted to only three positions, yet Fd is found with a greater

number of finals than Ge or even S3. The data indicates that the
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choice of some motif types (such as Fd) is determined more by position
than by final, while the choice of otheré (such as Bb) is determined
more by final than by position.

With the exceptiom of the first position, each of the eight posi-
tions appears as the most frequent location of one or more of these
motif types. The distribution of these may well give rise to a2 sense
of musical sentemce through expectancies within the culture. For example,
with the exception of one occurrence in the sixth position, motif type
Fd occurs only in the penultimate position in a gatra (third) or musical
sentence (seventh). It does not occur in the final position of either
a-gatra or a musical sentence. S2, on the other hand, is never found in
the penultimate positions of either a gatra or a musical sentence.

_Other patterns emerge as well, such as the use of motif type G2-only in
even-numbered positions, the restriction of motif types I2, G3, and Ql
from either the penultimate or the final positions; These and other
trends are more meaningfully discussed in summarizing the analysis of

all the corpus items.

Integrative Analysis: Gambang and Lagu

Intervals and Sentence Location

»

It has been suggested above that a feeling of m;sical sentence may
ar;se from the choice and arrangement of motif types. The locations of
unisons and non-unisons of gambang with the lagu also seem to reflect
tﬁe importance of musical sentence as a meaningful unit. The data from

Table 9-B is given in summary form below.
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Lagu Beat No. 3 4 5 6 7 8

Ir. No. of Unisons 2 2 1 1 1 1 1 2 -
Ses. No. of Non-Uni. 0 0 0 0 0 0 0 0
Ir. No. 'of Unisons 1l 3 0 5 2 1 2 6
1 No. of Non-Uni. 4 2 7 2 5 6 4 0
Ir. . No. of Unisons 16 16 3 16 9 14 1 19
II No. of Non-Uni. 3 3 15 3 105 18 0
Ir. No. of Unisons 12 19 3 19 6 18 0 27
I1I No. of Non-Uni. 15 8 24 g8 22 LQ 27 0
Whole  No. of Unisons 31 40 7 41 18 34 4 54
Perf. No. of Non~Uni. 22 13 46 1337 .21 49 0

< In a total of 53 sentences plus the initial beat of the perfo;mance,
the gambang is always in unison with the lagu on the eighth (final) lagu
beat. At no other point is the gambang always in unison with the lagu.
Although some unisons occur on each beat, the seventh and, to a lesser
extent, the third'beats rarely involve unisons.

In irama seseg, unlike any other irama, the gambang is always in
unison with the lagu and thus demonstrates no independence from it. The
gambang is more often in unison with the lagu than not on beats 2, 4,
and 8 in irama I; 1, 2, 4, 6, and 8vin irama II, and 2, 4; 6, and 8 in
irama III. Hence; in all cases, the gambang and lagu are likely to be
in ‘unison on beat 2 ahd at the ends of gatras (beats 4 and 8). For
iramas I, II, and III, with one exception in irama I and irama II, a
more general trend emerges for gambang and lagu to be in unison on
even-numbered beats and not on odd-numbered beats. For the whole
performance, the only exception to this is the first beat.

Eleven types of intervallic relationships occur between gambang and

lagu in the whole performance. These are represented in Table 9-B with
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the negative and positive integers -5(minus five) to +5(plus five),
including 0. On only twa of the eight beats in a musiéal sentenée is
the most typical interval something other than unison: on beats 3 and
7, with the interval -3(minus three, i.e., kempyung, below the lagu).
Overall, then, the most typical musical sentence would involve a gambang-
to~lagu relationship of unison on beats 1, 2, 4, 5, 6, and 8, butr -3 on
beats 3 and 7. This pattern would give rise to a feeling of tension on’
the third and seventh beats which is resolved on the fourth and eighth
beats, the ends of the first and second gatras of a musical sentence.
However with the exception of irama seseg, various types of tension
(from non~unisons) occﬁr on the first seven beats of a musical sentence;

it is only the eighth beat where tension is completely absent.

Consonance-Dissonance -and Sentence Location

Using the system of ranking degrees of consomance~dissonance ex-
plained in Chapter VI, the eight beats in a musical sentence may be
compared and a pattern of progression shown. (Maximum consonance
possible = 0; maximum dissonance possible = 4.00) The tabulatiom of
consonance-dissonance coefficients is given in Table 10-B. Below is
given the consonance-dissonance coefficient for each lagu beat in each

irama and for the whole performance.

Lagu Beat No. 1 2 3 4 5 6 7 8
Irama Seseg 0 0 0 0 0 0 0 0
Irama I 2.20 1.00 3.14 0.57 2.43 2.29 1.67 O
Irama II 0.47 0.32 1.67 0.16 1.79 0.68 2.31 O
Irama IIT 1.93 0.48 2.19 0.78 2.54 1.37 2.59 O
Whole 1.36 0.45 2.09 0.52 2.22 1.22 2.34 O
Performance
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For the whole performance, the beat of greatest dissomance (the seventh)
immediately precedes the beat of greatesﬁ consonance (thebeighth). This
might be seen as the 'period' on the musical sentence: greatest tension
on the seventh beat always resolved on the eighth. This same pattern
emerges in iramas II and III, which account for most of the whole per=-
formance. ' In irama I, although the eighth beat has the greatest degree
of consonance, it is the third rather than the seventh beat where the
greatest dissonance occurs. As pointed out above, irama seseg is a
special case, with absolute consonance bn every beat.

If irama seseg is excluded from the discussion, an interesting
pattern of regular alterna:ion emerges. For iramas II and III, as well
as the performance overall, moving from the first to the eighth beats,
~ the consonance-dissonance, as indicated by the coefficients, varies in
a regular, oscillating manner. The following shows the relatiom of
each beat to the one immediately preceding and the one immediately

following with respect to amount of dissonance:
1st > 2nd < 3rd > 4th < 5th > 6th < 7th > 8th

The second beat is less dissonant than the first and third; the third
is more dissonant than the second and fourth; the fourth is less
dissonant than the third and fifth, and so on. This would seem to
indicate that, in addition to the clear tendency to resolve tension on
the final beat of a musical sentence, there is a tendency for some
amount of tension resolution on even-numbered beats and for tension to
build again on odd-numbered beats. This same pattern is indicated for

irama I, with the exception that from the sixth to the seventh beats
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dissonaﬁce decreases rather than increases. But in all iramas (except
irama seéeg) the‘amount of dissonance in.even—nﬁmbered positions is
less than in the preceding (odd-numbered) position. As was pointed out
in the explanation of the system of ranking, the consonance-dissonance
coefficient is intended as a ranking rather than a quantification.
However, it demonstrates patterns of temsion and resolution which I
believe are important.

Corpus III: Ketawang Walagita, P&8log Patet Nem
("Manyura' Type)

This gending was played on a gambang consisting df 21 kéys
(Q to 6). The performance consists of nine gambang beats (an initial
plus four lagu beats) in irama seseg, 25 gambang beats (six lagu beats
plus one gambang beat) in irama I, and 432 gambang beats (54 lagu

beats, one abbreviated and one extended) in irama II.
Non-Thematic Analysis

Total Melodic Range

The total melodic range for the whole performance is 3 to 5:

r.h.
3 , 3 3. 5 %
| Bied v 1
1.h.

For the ranges in each irama, see Table 1.

Maximum Stepwise Motion

For the whole performance, the maximum stepwise motion is five

keys:
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Ascent | Descent -
-T.he 5 keys=1 octave - | &4 keys=1l octave minus 1 key
1.h. 5 keys=1 octave 5 keys=1 octave

The maximum stepwise motion in each irama is given in Table 2.

Maximum Repetition of a Single Tone

The maximum repetition of a single tone is six successive state~
.ments in the right hand and five in the left. The maximum repetition

of tones in ‘each irama is given in Table 3.

Non~-Octave Plaving

Of ‘a total of 466 gambang beats in the whole performance, 57‘(122)
are non-octave playing, of which 657 are non-octave intervals, 26% rests
in the left hand, and 9% rests in the right hand. Of the non-octave

playing, 35%Z occurs on the first gambang beat and none on the eighth.

Gmb. Beat No. 1 2 3 4 5 6 7 . 8 .| Total | Percent

Rests in r.h. 1l 1 190 1 1 0 O 5 9%

Rests in 1l.h. 6 3 1 1 2 0 2 0 15 26%

Non~Oct. Int. 13 0 5 2 10 1 6 0 37 65%
Total 20 4 7 3 13 2 8 0 57 100%
Percent 352 7% 12% 5Z 2374 4% 14Z 0% 100%

The non-octave playiﬁg in each irama is given in Table 4-C.



271

Motivic Analysis

Motivic Transcription

Ketawang Walagita, Pélog Patet Nem ('Manyura' Type)

Umpak~umpak

5t in 3t
Fd-5 $3-20 S$3~9
Irama I
6 2p 3 1t - 3 6ng
G-11 S2-17 Q3-1 S3-14 Gb-9 S2-17
Irama II1
1 2t 6 3w 2 5t 5 In
R1-1 S2-13 S5-1 $2-5 P2-1 Ql-11 Fd-3 §3-12
3 6t 1 2p 6 2t 3 éng
$3-7 Ge-3 R1-1 S2-13 §$5~7 S2~-17 Fd-5 §2-17
Ngelik
3 3t 3 3w 3 3t 5 6n
52-5 §3-17 Gd-1 S$3-17 I12-6 I2-3 R1-1 $2-13
2 3t 5 ip 2 .. S5t. 6 -. 2ng
$2-13 Q3-3 Fd-5 52-17 Q1-12 Q1-2 Fd-4 §2-17
1 3t b 1w 6 6t 1 3n
P1l-1 $2-13 Fd-4 §3-12 $5-7 S$2-12 Fd-3 §2-17
6 5t - 5 1p 6 2t 3 éng
S4-1 Q1-3 Gb-3 S$2-17 V4=2 S2-3 Fd-5 S2-17x

L

Total Number of Motifs Used

A total of 34 motifs are used, of which ten are used more than once
and account for 34 65 the 57 motif positions.

In irama I, each of the three motif positions is accounted for by
a different motif. Two of these (S3-20 and S3-9) are exclusive to

irama I.
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In irama II, ten motifs are used more than once, accounting for 32
of ‘the 54 motif positions. That nine ofvthese are exclusive to irama II
is more likely due to the fact that most of the performance is in irama
11, rather than to a differencg in contextual appropriateness between
iramas I and II.

The most frequently used motif is S$2-17, occurring nine times.
The next two most prominent motifs are $2-13, occurring five times, and
Fd-5, occurring four times. No ome motif accounts for more than 167 of

the performance.

Motif Final and Motif Low

Predictions were made in Chapter VI only about the motif lows in
two Sléndro patets. In the analysis of the two gendings in Sléndro
(Ketawang Puspawarna and Gending Gambir Sawit) above,.these predictions
were confirmed. Although no specific predictions were made for Pélog
patet Nem, it should be expected that the present gending Ketawang
Walagita, whose patet is described as Pélog patet Nem, ‘Manyﬁra' type,
exhibit the same features predicted for Sléndro pafet Manyura.

In the whole performance, 41 (72%) of the 57 motif positions are
accounted for by LLF motifs. The degree of motif lows, the degree of
their corrésponding finals, and their frequency of oﬁcurrence are
presented in Table 5-C. With some exceptions, the patterns predicted

in Chapter VI for Sléndro patet Manyura are prominent, as summarized

bélow.
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Most Frequent Other Predicted

Degree of Tonal Motion Tonal Motion Tonal Motion
Motif Final Low to Final Low to Final Low to Final
3 1 up to 3(x6) 6 up to 3(x33 S up to 3

2 6 up to 2(x8) "{ 1 up to 2(x1) & up to 2

I 3 up to 1(x4) 6 up to 1{x3) 3up tol

5 up to 1(x2)
6 3 up to 6(x5) 6 up to 6(x3) 3 up to 6
: 1 up to 6(x2) :
3 3 up to 5(x2) none "2 up to 3

The enemy degree of Sléndro patet Manyura £{5), while never - .-
prominent, nevertheless occurs as motif low in approach to final 1
(twice). The most prominent motif low for the approach to fimal 1 in
Sléndro patet Manyura (3) is the most prominent low for the approach to
tone 1 in this performance-—more so than 5, which was shown to be the
most prominent; low for the approaéh to 1 to Sléndré patet Sanga. There
is only a slight preference for low 1 (six occurrences) over low 6
(five occurrences) in the approach to final 3, which indicates am-
biguity: low 1 is more characteristic of Sléndro patet Sanga and low
6 more characteri:stic of Sléndro patet Manyura. The exclusive choice
of low 3 for the approach to final 5, although it does not occur in
either the Sléndro patet Manyura or Sléndro patet Sanga examples in the
corpus of this study, would be more appropriate in Sléndro pat.:et"Manyura,
since 3 is the enezﬁy tone of patet Sanga. The approaches to finals 2
and 6 are clearly 'Manyura' in character.

The most frequent motif lows in the whole performance are 6 and 3

(each occurring 11 times). These are the two most frequently used motif
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lows for the example in Sléndro patet Manyura and contribute to the
feeling my informants'express that this gending is a 'Manyura' type of

Pélog patet Nem,

Degree of No. of

Motif Low Occur. Percent

6 11 27%

3 11 272

1 9 227

2 8 20%

S 2 5%

Total: 41 101%
{100%)

The hierarchy of motif lows is similar to that in the example in Sléndro
patet Manyura (page 242), but no single low is used more than all others,
as is the case with low 6 in patet Manyura and low 5 in patet Sanga. If

one degree is to be identified as the enemy it is clearly degree 5. Yet

- the examples in Sléndro patet Manyura and Sléndro patet Sanga involve no

instances of the enemy as the motif low. In this performance, none of
the five degrees available on the gambang is completely avoided as motif
iow. |

The hierarchy of motif finals given below is ﬁimilar to that in the
example in Sléndro patet Manyura with the important exception that final

5 occurs as frequently as final 2.

Degree of No. of
Motif Final Occur. Percent
3 16 ) 287
6 13 232
1 10 182
k] 9 16%
2 9 162
Total: 57 1017%

(100%)
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That the patet of this gending is not merely a Pélog tramsposition of
Sléndrq patet Manyura is demonstrated by.tﬁe more prominent use of
degree 5 as motif low and motif final and the less clearly delineated
rankings in the hierarchy of motif lows in this performance than in the
Sléndro patét Manyura example. Yet, it is clearly more "Manyura' than

'Sanga’.

Motif Final and Motif Type

The number of occurrences of each of the 11 fimals, its approach,

and the resulting variety coefficient are:

Motif No. of Motif Types/
Final No. of Occur. of Final Variety Coefficient
Ir. I | Ir. II | Whole Perf. Ir. I| Ir. IT! Whole Perf.

3 -— 1/1 1/1 — — —
3 1/1 6/12 6/13 — .45 .42
3 — 2/2 2/2 — 1.00 1.00
2 — 3/4 3/4 —— .67 .67
i — | 11 1/1 — | - ——*
6 — 4/8 4/8 — .43 .43
6. —_— 4/5 4/5 —— .75 .75
5 — 4/6 4/6 — .60 .60
3 1/1 1/2 1/3 —— .00 .00

Summary

for A1l | 3/3 32/54 32/57 ——— .49 .46

Finals

*Variety coefficient not computable, since there is only one
occurrence of a final.

See Table 6-C for complete listing.
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Final 3} is approached with the greatest variety (variety coefficient =
1.00) but occurs only twice. More significant is the final 6 which

occurs five times with four different motif types (variety coeffi-

cient = .75). Finals 2 and 5 have O variety coefficient.

Sentence Position and Motif Type

The complete data for each position in each irama is given in
Table 7-C. The most frequently uséd motif type(s) and the variety
coefficient for each position in irama II are presentéd below. No
variety coefficient is computable in irama I, since less than a complete

musical sentence occurs in that irama.

Irama I Position No. N
1 | 2 1 3 1 &
83 | -— | Fd | Ss3

Irama II  Position No.
1 2 3 4 5 6 7 8

.. Most Frequent |S2(x2){S2(x2)|Fd(x2){S2(x5)|85(x2)|S2(x3)|Fd(x5)|S2(x6)
. Motif Types Gb (x2) :

Variety
Coefficient .80 .80 .67 .17 .83 .50 .33 .17

The position of greatest variety is the fifth (.83). The fourth and

eighth have the least variety (.17).

Below, the overall variety coefficients for motif final and for

sentence position are compared.

Motif Final and Sentence Position
Motif Type and Motif Type
Irama I (not computable )

Irama II 49 .52
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From this data, it'appears that both motif final and the sentence

position are determinants of the choice of motif type. The difference

of .03 is not statistically significant for such a short performance.

Prominent Motif Types

Of the 61 motif types identified from the corpus of this study,

15 are used in this performance.
more than once:

§5(x3), I2(x2), and Q3(x2).

Of these, nine motif types are used
S2(x18), Fd(x8), S3(x8), QL(x4), Gb(x3), RL(x3),

Each of these motif types accounts for

more than 2.5% of the whole performance; together they account for

51 of the total 57 motif positions. The following shows the finals for

which these motif types are used and the sentence positions (in irama

II) in which they occur.

Motif Most Freq. Other Most Freq. Other
Type Final(s) Finals Position(s) Positions
s2 2 3,2,i,1,6,6 8 1,2,4,6

Fd 5 33,1,6,5 7 "3

s3 3 and 1 none - 4 1,2,6,8
Q1 5 2 6 2;5

Gb 6,3,3 (each x1) 3 7

R1 1 5 1,3,7 (each x1)

S5 6 none 5 3

I2 3 none 5 and 6 (each x1)

Q3 3 and 3 (each x1) 2 and 5 (each x1)

This is a summary of the data given in Table 8-C.
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The‘motif type with the greatest number of finals is S2 (with seven
finals). .Motif types S5 and I2 have only one final. The two motif
types appearing in the greatest number of positions are S2 and S3 (each
appearing in five positions: 1, 2, 4, and 8). Of these two, S3 is
limited to dénly two finals: 3 and 1. None of these nine motif types
is limited to a single sentence position. Of those limited to two
positions (Fd, Gb, S5, 12, and Q3), motif type Fd is the most signifi-
cant. In‘veight occurrences, with six different finals, it appears. only
in the third and seventh positions, that is, in the penultimate position
of the first and second gatras of a musical sentence. The data indicates
that the choice of some motif types (such as Fd) is determined more by
position than by final, while the choice of others (such as 83) is
determined more by final than by position.

Six of the eight positions (all but the initial two) appear as the
most frequent lccation of one or more of these motif types. The use of
type Fd has been discussed above. It does not occur in the final posi-
tion of a musical sentence (or a gatra). Motif type S2 appears
frequently in the final position of a musical sentence and type S3 in
the final positioﬁ of a gatra, but neither of these appears in the
penultimatg position of either a musical sentence or a gatra. With the
exception of their use in the first position, motif types S2 and S3 are
restricted to even-numbered positions. Other motif types, such as Fd,
Gb, R1l, and, with one exception, Ql, appear only in odd-numbered

positions.
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Integrative Analysis: Gambang and Lagu

Intervals and Sentence Location

The data from Table 9-C is given in summary form below.

Lagu Beat YNo. 1 2 3 5 6 7 8

Irama Ho. of Unisons T 1 1 1 1
Seseg No. of Non-Uni. g 0 0 ¢ 0

Irama - No. of Unisons 0 1 0 0 0 1
1 No. of Non-Uni. 1 0 1 1 1.0

Irama No. of Unisons 5 5 1 7 4 6 1 7
11 No. of Non-Uni. 1 1 6 0 3 1 6 0

Whole No. of Unisons 6 7 2 8 4 6 1 9
Perf. No. of Non-Uni. 2 1 6 0 4 2 7 Q

In a total of eight sentences plus the initial beat, the gambang is
always in unison with the lagu on the fourth and eighth lagu beats. At
no other point is the gambang always in unison with the lagu. In a
total of eight occurrences of the seventh lagu beaﬁ, the gambang is
only in unison with the lagu once. For irama II and for the whole
performance, the gambang is more often in unison with the lagu than not
on beats 1, 2, 4, 6, and 8. On the fifth beat, there is a slight
preference for unison in irama II but an equal number of unisons and
non-unisons in the whole performance. In neither irama seseg nor
irama I is there a complete musical sentence; of the lagu beats in
these iramas, only beats 2, 4, 7, and 8 show the trend found in irama II
and the whole performance.

Nine types of intervallic relatiomships occur between gambang and
lagu in the whole performance. These are represented in Table 9-C with

negative and positive integers. On only two of the eight lagu beats of
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a musicai sentence is the most typical interval something other than
unison: feats'B and 7, each with intervals -3(minus threé; i.e.,

kemyung below lagu). Overall, then, the most typical musical sentence
would involve a gambang to lagu relationship: of unisom on beats 1, 2,

4, 5, 6, and 8 and -3 on beats 3 and 7. This pattern would give rise

to a feeling of tension on the third and seventh beats which would be
resolved on the subsequent beats (the ends of the first and second

gatras of a musical sentence). With the exception of irama seseg,
various types of tension (from non-unisons) occur on all but the fourth -

and eighth beats.

Consonance-Dissonance and Sentence Location

The tabulation of consonance—dissonance coefficients is given in
Table 10-C. Below is given the consonance-~dissonance coefficient for

each lagu beat in each irama and for the whole performance.

Lagu Beat No. 1 2 3 4 5 6 7 8
Irama Seseg 0 0 0 0 0
Irama I 4 0 4 4 1 0
Irama I1 .33 .33 2.43 0 1.29 .43 2.0 0
Whole Perf. .75 .25 2.13 O 1.63 .63 1.88 0

For the whole performance,  the be;t of greatest dissonance (the third)
immediatel; precedes one of the two beats of greateét consonance (the
fourth). The other beat of greatest consonance (the eighth) is
preceded by the beat of second most dissonance (the seventh). Hence,
the two most marked points of resolution of tension are the ends of
gatras and the ends of musical sentences. This same pattern emerges

for irama II which accounts for most of the performance.
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From the data for the whole performance, the pattern of alternating
of tension and resolution identified in Gending Gambir Sawit is found
here as well. The even-numbered beats imvolve less dissonance than the

(odd-numbered) beats immediately preceding and immediately following:

»

1st > 2nd < 3rd > 4th < Sth > 6th < 7th > 8th

This would seem to indicate that, in addition to the clear tendency to
resolve tension on the fourth and eighth beats, there is a tendency for
some extent of tension resclution on even-numbered beats and for tension
to build again on odd-numberad beats. This.same pattern occurs in.irama-
1I, with the minor exception that the dissonance on the first two lagu
beats is the same. In irama I and irama seseg there is too little data

to be significant.

Corpus IV: Ketawang Mijil Wedaring Tyas,
Pélog Patet Nem ( Sanga' Llype) - -~

This gending was played on a gambang consisting of 21 keys (6 to 6).
The performance cgnsists of nine gambang beats (an initial plus four lagu
beats)vin irama seseg, 14 gambang beats (three lagu beats plus two
gambang beats) in irama I, and 580 gambang beats (72 lagu beats plus four

gambang beats) in irama II.

Non-Thematic Analysis

Total Melodic Range

The total melodic range for the whole performance is 2 to 5:
r.h.

2 2 s 5

1’h‘
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For the ranges in each irama, see Table 1.

Haximuh Stepwise Motion

For the whole performance, the maximum stepwise motion is five

keys:
Ascent l Descent
r.h. 5 keys=1 octave 4 keys=1 octave minus 1 key
1.h. 5 keys=l octave 5 keys=1 . octave

The maximum stepwise motion in each irama is given in Table 2.

Maximum Repetition of a Single Tone N

The maximum repetition of a single tone is five successive state-
ments in both the left and the right hands. The maximum repetition of

tones in each irama is given in Table 3.

Non-Octave Playing

Of a total of 603 gambang beats in the whole performance, 91 (15%)
are non-octave playing, of which 70% are non-octave ‘intervals, 27% rests
in the left hand, and 27 rests in the right hand. Of the non-octave

playing, 36% occurs on the fifth gambang beat and none on the sixth.

Gub. Beat No. 1 2 3 4 5 6 7 8 Total | Percent
Rests in r.h. 0 1 O 0 i 0 0 0 2 27
Rests in 1l.h. 9 10 0 3 1 0 1 1 25 27%
Non-oct. Int. | 21 0 4 1 31 0 7 0 64 70%
Total 30 11 & 4 33 0 8 1 91 997%
Percent 33Z 12% 4% 4% 367 0% 9% 1% 997 (100%)
(100%)

The non-octave playing in each irama is given in Table 4-D.
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Total Number of Motifs Used

A total of 37 motifs are used, of which 14 are.uﬁed more than oncev
and account for 51 of the 74 motif positionms.

In irama I, each of the two motif positions is accounted for by a
different motif. Both of these are exclusive to irama I.

In irama II, 14 motifs are used more than once, accounting for 51
of the 72 motif positions.  That all of these are exclusive to irama II
is more likely due to the fact that most of the perfofmance is in irama -
II, rather than to a difference in contextual appropriateness between
iramas I and II.

The most frequently used motif is S3-12, occurring 12 times. The
next two most prominent motifs are Ql-3, occurring six times, and Fd-5,
.occurring five times. No one motif accounts for more than 17%Z of the

performance.

~Motif Final and Motif Low

Although no specific predictions were made for motif lows in Pélog
patet Nem, it should be expected that the present gending, whose patet
is described as Pélog patet Nem 'Sanga' Type exhibit the same features
predicted f;r Sléndro patet Sanga.

In the whole performance, 57 (77%) of the 74 motif positions are
accounted for by LLF motifs. The degree of motif lows, the degree of
fheir corresponding.finals, and their frequency of occurrence are

presented in Table 5-D. With some exceptions, the patterns predicted

in Chapter VI for Sléndro patet Sanga are prominent, as summarized below.
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Degree of Most Frequent ~ Other Predicred
Motif Final Tonal Motion | Tonal Motiom .Tonal. Motion
Low to Final Low to Final Low to Final
2 5 up to 2(x11) | 6 up to 2(x3) Sup to 2
1 6 up to 1(x8) 5 up to 1(x6) S5up to 1
6. 2 up to 6(x10) | 5 up to 6(x4) 2 up to 6
3 up to 6(x1)
_S_ up to 5(x2)
5 2 up to 5(x8) 1 up to S5(x1) 2 up to 5
3 up to 5(xl1)
3 2 up to 3 and 1lup to 3
5 up to 3 (each x1)

The enemy degree of Sléndro patet Sanga (3), while ne;zer promi-
nent, nevertheless occurs as motif low in approach to finals 6 and 3
(but only once for each of these). The most prominent motif low for
the approach to final 1 is 6, found in both Sléndro patet Manyura and
patet Sanga. The other low (5) used in this performance is the pre-
~dicted low for approach to final 1 in Sléndro patet Sanga (and is the
most prominent low in the example in that patet). It does not oécur in
the example in Sléndro patet Manyura. Neither of the two lows used for
approachihg final 3 are predicted in Chapter VI for either Sléndro patet
Sanga or pa'g.et: Manyura. In the examples in those patets, motif low 2
occurs in both patets, but motif low 5 only in patet Sanga. The most
prominent motif lows for approaching finals 2, §6, and 5 (5, 2 and 2,
fespectively) are the same as those predicted for Sléndro patet Sanga
and found to be most prominent in the example in that patet.

The most frequent motif low in the whole performance is 5, and

the second most frequent 2. These are the two most frequently used
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motif lows (in the same order) for the example in Sléndro patet Sanga,
and contribute to the feeling my informants express that this gending

is a 'Sanga’' type of Pélog patet Nem.

. Degree of No. of
Motif Low Occur. Percent
S 24 427
2 19 337
6 11 19%
3 2 4Z
1 1 2%
Total: 57 100%

The hierarchy of motif lows is similar to that in the example in Sléndro
patet Sanga, with several interesting exceptioms. first, and probably
most important, all five degrees available on the gambang are used at
least once as motif lows. Second, motif low 1, third or fourth in
frequency in the three previously discussed examples, is used only once
in the present example and occurs less than any other motif low, includ-
ing the hypothesized enmemy. I suspect that in a larger sample of
gendings in Pélog patet Nem 'Sanga' type, degree 3 as motif low would
occur less than dggree,g, but further research is necessary to test the
hypbthesisn

The hierarchy of motif finals, given below, is rather different
from any of the examples discussed above, although the prominence of
final 5 over final 3 is more characteristic of patet Sanga than patet

Manyura.
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Degree of No. of
Motif Final Qccur. Percent )
2 20 25%
] 18 247
1 15 , 207
3 13 182
3 8 11Z
Total 74 100z

Y

That the patet of this gending is not merely a Pé&log transpositionm of
Sléndro patet Sanga is demonstrated by the more promiment use of degree
3 as motif low and motif final and the less clearly delineated rankings
in the hierarchy of motif lows in this performance than in the Sléndro

patet Sanga example. Yet, it is clearly more 'Sanga' than "Manyura'.

Motif Final and Motif Type

The number of occurrences of each of the 13 finals, its approach,

and the resulting variety coefficient are:

Motif [No. of Motif Types/
Final [No. of Occur. of Final Variety Coefficient
Ir. I |Ir. I1 |Whole Perf. Ir. I |Ir. II |Whole Perf.
5 -— 1/1 1/1 -— —% ——
5 —— 6/7 6/7 —_— .83 .83
3 1/1 3/4 3/5 —t (67 .50
3 — 1/1 1/1 — — —
3 — 3/3 3/3 — 1.00 1.00
3 -— 2/4 2/4 — .33 .33
y S e— 3/3 3/3 — 1.00 1.00
2 — '5/14 5/14 — .31 .31
2 — 1/3 1/3 ——— .00 .00
1 — | 477 4/7 _— .50 .50
1 1/1 2/7 3/8 — .17 .29
6 — - 6/9 6/9 — .63 .63
6 -— 4/9 4/9 — .38 .38
Summary o
All Fin. 2/2 41772 42/74 * .49. .48

*Variety coefficient not computable, since there is only
one occurrence cof a final.

See Table 6-D for complete listing.
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Finals 3 and 2 are approached with the greatest variety (variety coeffi-
cient = 1.00) but occur only three times. More significant is. the final
5 which occurs seven times with six different motif types (variety

coefficient = .83). Final 2 has O variety coefficient.

Sentence Position and Motif Type

The completé data for each position in each irama is given in
Table 7-D. The most frequently used motif type(s) and the variety co-
efficient for each position . in irama II are presented-below. No variet&
coefficient is computable in irama I, since less than a complete musical

sentence occurs in that irama.

Irama I Position No.

1 | 2 3 4
— ] = N1 s2
Irama II Position No. :
1 2 3 4 5 6 7 8
Most Frequent|S3(x5)|Ql(x4)|Fd(x2)|S3(x7)[S3(x3)|QLl(x5)|Fd(x8)|G2(x3)
* Motif Types Gb (x2) $2(x3)
R1(x2) : ' S3(x3)
Variety
Coefficient .50 .50 .63 .13 .75 .50 .13 .25

The position of greatest variety is the fifth (.75). The fourth and
seventh have the least variety (.13). There is less vériety in the
eighth position than in all but the fourth and seveﬁth. The prominence
‘of motif type S3 in four positions (first, fourth, fifth and eighth)

may make it insufficient in itself to mark the end of a musical sentence
Ar a gatra, but the use of motif type Fd before it would seem to prepare
the listener for the end of a gatra=--more typically the end of a musical

sentence.
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Below, the overall variety coefficients for motif final and for

sentence position are compared.

Motif Final and Sentence Position

Motif Type and Motif Tvpe
Irama I (not computable )
Itama II .49 .42

From this data, it appears that both motif final and sentence position
are determinants of the choice of motif type. The difference of .07

is not statistically significant for such a short performance.

Prominent Motif Types

Of the 61 motif types identified from the corpus of this study, 20
are used in this performance. Of these, ten motif types are used more
$3(x20), Fd(x10), QL(x9), S2(x9), Gb(x3), G2(x3), I2(x3),
R1(x3), Q3(x2), and S5(x2). Each of these motif types accounts for more
than 2.5% of the whole performance; together they account for 64 of the - -
total 74 motif positions. The following shows the finals for which these
- motif types are used and the sentence positious (in irama II) in which

they occur.

Motif Most Freq. Other Most Freq. Other
Type Final(s) Finals Position(s) Positions
s3 2 6, 6 4 1,3,5,8

Fd 2 and 3 2, 6, 3 7 3

qQl 1 i, 8, 5 6 2

s2 i 3,1,5,5 8 1,4,5,6
Gb 6,3,3 (each x1) 3 2

G2 ? l 5 8 none

12 2,6,5 (each x1) 2 1

R1 1,6,3 (each x1) 3 1

Q3 2 and 2 (each x 1) 2 and 6 (each x1)

S5 5 ’ none 1 and S5 (each x1)

This is a summary of the data given in Table 8-D.
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The motif type with the greatest number of finals is S2 (with five
fin;ls). Motif type S5 has oaly ome finél, The two wmotif types appear-
ing in the greatest number of sentence positions are S2 and S3 (each
appearing in five positions). Only type G2 is limited to a single
sentence position; it occurs with either final 5 or 5. Motif types Fd
and Ql, with five and four different finals respectively, each occur

only in two positions. In ten occurrences Fd appears only in the third

and seventh positions, that is, in the penultimate position of the first

and second gatras of a musical sentence. Type Ql, also occurring ten
times, appears'only in the second and sixth poitions (the second
position in a gatra). The data indicates that the choice of some motif
types (such as Fd and Ql) is determined more by position than by final,
while the choice of others (such as S5) is determined more by final than
by position.

Six of the eight positions (all but the first and f£ifth) appear as
' the most frequent location of one or more of these-motif types. The use
of type Fd has been discussed above. It does not occur in the final
position of a musical sentence (or a gatra). Motif types S2, S3, and
G2 appear frequently in the final sentence position, and, with one
exception for S3, do not occur in the penultimate position of gatra or
musical sentence. Along with type Fd, types Rl and S5 appear in odd-
numbered positions; and along with type Ql, type Q3 appears only in

even-numbered positions.
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Integrative Analysis: Gambang and Lagu

Intervals and Sentence Location

The data from Table 9-D is given in summary form below.

. Lagu Beat No. 1 2 3 4 5 6 7 8
Irama Fo. of Unisons 1 1l 1 1 1
Seseg No. of Non-~Uni. 0 0 0 O 0
Irama No. of Unisons 1l 1l 1
I No. of Non—Uni. 0 0 0
Irama No. of Unisons 8 8 4 9 4 7 0«10
1I No. of Non~-Uni. 1 1 5 0 5 2 9 0
Whole No. of Unisons 9 9 5 10 5 8 1 11
Perf. No. of Non-Uni. 1l 1 5 0 5 2 9 0

IQ a total of ten sentences plus the initial beat, the gambang is always
in unison with the lagu on the fourth and eighth lagu beats. At no
other point is the gambang always in unison with the lagu. In a total
of ten occurrences of the sevenih lagu beat, the gambang is only in
unison with the lagu once: in irama I. TFor the whole performance and
for irama II, the gambang is more often in unison with the lagu than
not on beats 1,2,4,6 and 8. On the third and £ifth beats there is a
slight preference for unison in irama II, but an equal number of unisons
and non-unisons occur in the whole performance. In neither irama seseg
nor irama I is there any non-unison of gambang and lagu.

Nine types of intervallic relationships occur between gambang and
lagu in the whole performance. These are represented in Table 9-D with
negative and positive integers. Only on the seventh lagu beat of a
musical sentence is the most typical interval something other than
unison: -3 (minus three; i.e., kempyung below lagu). Oﬁerall, then,

the most typical musical sentence would involve a gambang-to-lagu
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relacionéhip of unison on beats 1,2,3,4,5,6, and 8, and -3 on beat 7.
This patfern would give rise to a feeling of tension on the seventh
beat which would be resolved on the subsequent beat {the end of a
musical sentence). However, with the exception of irama seseg and
irama I, various types of tension (from non-unisons) occur on all but

the fourth and eighth beats.

Consonance-Dissonance and Sentence Location

The tabulation of consonance-dissonance coefficients is given in
Table 10-D. Below is given the consonance-dissonance coefficient for

each lagu beat in each irama and for the whole performance.

Lagu Beat Yo. 1 2 3 4 5 6 7 8
Irama Seseg 0 0 0 0 0
Irama I 0 0 0

Irama II .22 .22 1.67 O 1.89 A4 2,22 0
Whole Perf. .20 20 .1.50. 0 1.70 .40 2,00 .0

For the whole performance, the beat of greatest dissonance (the seventh)
immediately precedes one of the two beats of greatest consonance (the
eighth). The other beat of greatest consonance (tﬁe fourth) is preceded
by the beat of third most dissonance (the third). Hence the two most
marked points of resolution of tehsion are the ends of gatras and the
ends of musical sentences. This same pattern emerges for irama II which
accounts for most of the performance.

From the data for the whole performance, and for irama II, the
hattern of alternating tension and resolution identified in Gending
Gambir Sawit and Ketawang Walagita is found here as well. With the
minor exception that the consonance-dissonance coefficiénCS on the first

two beats are the same, the even-numbered beats involve less dissonance
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than the.(odd-numbered) beats immediately preceding and immediately
followiné: 1st = 2nd < 3rd > 4th < 5th > 6th < 7th > 8th. This would
seem to indicate that, in addition to the clear tendency to resolve
tensién on the fourth and eighth beats, there is a tendency for some
extent of ténsion resolution on even-numbered beats and for tension

to build again on odd-numbered beats. In iramas I and seseg, no tension
is built by gambang-to—lagu relationships, but there is too little data

to be significant.

Corpus V: Ladrang Sembawa, Pélog Patet Lima

This gending was played on a gambang consisting of 21 keys (§ to é).
The performance consists of five gambang beats (an initial plus two lagu
beats) in irama seseg, 24 gambang beats (six lagu beats) in irama I, and

1472 gambang beats (184 lagu beats) in irama II.

Non-Thematic Analysis

Total Melodic Range

The total melodic range for the whole performance is 3 to 5:

r.h.
5 5 6 5
e : et
1.h.

For the ranges in each irama, see Table 1.

Maximum Stepwise Motion

For the whole performance, the maximum stepwise motion is five keys:

Ascent Descent
r.h. 5 keys=l octave 3 keys=1l octave minus 2 keys
1.h. 5 keys=l octave 5 keys=1 octave

The maximum stepwise motion in each irama is given in Table 2.
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Maximum Repetition of a Single Tone

For the whole performance, the maximum repetition of a single tone
is ten successive statements in the right hand and five in the left.

The maximum repetition of tones in each irama is given in Table 3.

Non-Qctave Playing

O0f a total of 1501 gambang beats in the whole performance, 174 (12%)
are non-octave playing of which 77% are non-octave intervals, 197 rests
in the left hand, and 4% rests in the right hand. 0f the non-octave

playing, 34Z occurs on the first gambang beat and only 0.67 on the eighth

Gmb. Beat No. 1 2 3 4 5 6 7. 8 Total |Percent
Rests in r.h. 5 1 0 0 1l 0 0 0 7 47
Rests in l.h. 10 5 2 2 7 3 4 0 33 15%
Non-oct. Int. 45 3 6 1 34 0 44 1 134 77%
Total 60 9 8 3 42 3 48 1 174 1007
Percent 34Z 57 57 2% 24% 2% 28% 0.6% ) 100.6%
{100%)

The non-octave playing in each irama is given in Table 4-E.

Motivic Analysis

Motivic Transcription

Ladrang Sembawa, Pélog Patet Lima

Umpak-umpak
1t 3t 1n
S2-8 S4-3 §2-5
Irama I
1 1t ' 1 1p 3 6t 1 3n
12-6 12-6 12-6 12-6 S$2-17 Q4-1 Fd-5 §3-12
Irama II
3 3t 5 6p i 6t 1 3n

§2-12 I2-6 R1l-1 §2-13 Q3-1 Ql-3 Fd-5 §3-12



3 6t
12-6 Q2-4
Ngelik .

1 1t
I12-6 I2-6

i 3t
§2-17 Q3-1

6. 6t
I12-6 ’ §3-19

i 2t
S4~1 Q3-1

3 3t
12-6 12-3

1 1t
12~-6 L2-1

3 3t
12-6 I12-6

3 3t
12-6 $2-6
Umpak-umpak

1 1t
I12-6 I2-6

1 1t
12-6 I2-6

3 3t
I12-5 I12-6

2 6t
w2-2 S5-1

Ladrang Sembawa, Pélog Patet Lima
(Continued)

W2~-1

Gb-12

Fd-5

Fd-5

Fd-5

I2-6

I2-6

3p
Q3-1

§2-17

6p
S3-12

3p
$3-12

S$3-12

3w
12-6

1p
12-6

§2-13

3p
§2-13

1w
I2-6

lp
s2-13

6p
$2-13

3p
$2-17

Ga-1

Noe

12-6

12-6

52-17

N

Q2-1

N1-2

S4-1

|

Q3-1

Q1-12

$2-17

S4~1

|

Q3-1

e

55-7

S$5-6

Q1-3

52-5

Q3-1

Q2-2

Gb~4

Q4-1

Qi-3

Gb-4

I2-6

Q4-1

Ql-3

Ge~5

5t

6t

6t

3t

6t

6t

5t

Fd-5

W2-1

S5-6

Fd-5

Fd-5

Fd-5

Fd-5

Fd-5

N

“n
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Ing
S2-13

5n
§2-17

6n
§2-13

5n
§2-17

3ng
S$3-16

S2-2

3n
§2-17

3n
$3-12

Ing
§2-13

In
S2-17

3n
$3-12

3n
$3-12

ing
S2-13



Ngelik
1

I2-6

|

S$2-17

I12-6

|

§2-17

I12-5

12-6

I2-5

I12-5

Total Number of Motifs Used

1t
I2-6

3t
Q3-1

6t
s2-11

2t
I11-6

3F
§3-19

1t
I2-6

37
$3-19

3!
Ge—-6

Ladrang Sembawa, Pélog Patet Lima
(Continued)

$3-3

Fd-3

Fd-5

Fd-5

I1-5

Q1-13

R1-1

Q1-13

¥, 1)

6

-

5

2

2w
§2-5

6p
$3-12

3p
$3-12

6p
§3-12

3w
12-3

1p
S2-13

6p
s2-13

3p
S2-13

I12-6

§2-12

§2-17

P2-1

Q1-12

S4-1

Q3-1

Ql-12

DN

Be

| b

Q1-3

S52-5

$2-9

Le-1

Gb-4

S4-1

Q1-3

Gb-3

6t

6t

Fd-5

Fd->5

w2-1

Fd-5

Fd-5

L+

N
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Sn
S2-17

6n
s2-13

5n
S2-17

3ng
$3-16 )

S52-13

3n
$3-12

3n
$3-12

Ing
12-4

A total of 46 motifs are used, of which 21 are used more than once

and account for 162-of the 187 motif positionms.

In irama I, each of the three motif positions is accounted for by

a different motif. Two of these (S2-8 and S4-3) are exclusive to

irama I.

In irama II, 21 motifs are used more than once, accounting for 161

of the 184 motif positionms.

That 20 of these are exclusive to irama II

is more likely due to the fact that most of the performance is in

irama II, rather than to a difference in contextual appropriateness
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between iramas I and II.

The most frequently used motif is I2-6, occurring 34 times. The
next two most prominent motifs are Fd-5, occurring 19 times, and S52-17,
occurring 15 times. No one motif accounts for more than 197 of the

performance.

Motif Final and Yotrif Low

No predictions have been made in this study for motif lows in Pélog
patet Liﬁa. Rather, from the data under this heading for this perform-
ance, predictions may be made for comparison with a larger sample of
gambang playing in Pé&log patet Lima.

In the whole performance, 157 (84%) of the 187 motif positions are
accounted for by LLF motifs. The degree of motif lows, the degree of
their corresponding finals, and their frequency of occurrence are
presented in Table 5-E. Neither of the patet predictions made in Chapter
VI (for Sléndro patets Sanga and Manyura) are prominent, but instead an
ambiguous mixing of the two, as summarized below (see page 298). Looking,
for the moment, at only the most frequent tonal motion for each degree,
one finds an even split between motif lows characteristic of Sléndro
patet Sanga and Sléndro patet Manyura. Motif finals 3 and 1 are most
often approached from motif low 1 and 5 respectively; motif finals 2 and
6 are most often approached from motif lows 6 and 3 respectively. Final
5 is approached most often from motif low 3, unlike either of the Sléndro
patets mentioned. Taking into consideration the "Other Tonal Motion" one
finds that the tonal motion to each final includes motion predicted (and

found in this corpus) for both Sléndro patet Manyura and patet Sanga.
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Most Frequent. Other
Degree of Tonal Motion Total Motion
Motif Final Low to Final Low to Final

32 3 up to 5(x10)

up to 5(x4)
up to 5(x2)
up to 5(x1)

I=fenleo

3 1 up to 3(x27) up to 3(x14)

up to 3(x4)

o
jon
lunjon

up to 2(x10) up to

2¢
up to 2(x3)

Arln

=
jwn

up to 1
up to 1
up to 1
up to 1

up to 1(x35)

(I DAY 3 W)

6 : 3 up to 6(x15) up to
up to
up to

up to

lon = {olin

It may be that this performance involves some kind of pa§e£ modulation,
a concept discussed for Sléndro gendings by McDermott and Sumarsam
(1975:239-43). One might characterize the performance as modulating
between 'Sanga' type and 'Manyura' type in the Pélog Bem tuning system,
yet none of my informants characterized Pélog patet Lima in this way.
It is the lack of any definite 'Sanga' or 'Manyura'’ féeling, or an
ambiguous mixing of the two, which gives Pélog patet Lima its 'during
gembira' (not yet happy; i.e., intangible) feeling.

That the feeling is intangible does not imply that the gambang par;
wanders aimlessly. The performance in question involves a restatement
of each of the three gongans. In restatement of the 12 musical

sentences, only one ends with different tomal motion from low to final

in the eighth motif: the second kenongan of the third (and in restate-

ment sixth) gongan. Tonal motion 1 up to 3 is used in the first
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statement and 6 up to 3 in the restatement. The other seven sentence
positions also show remarkable similarity between first and second
statements. This indicates that in most cases, tonal motion from low
to final may be determined by something more than the degree of the
final and the patet of the gending: perhaps by the location of the
motif within the entire structure of the gending. Clearly there is a
need for further research into the nature of this patet.

The most frequent motif low in the whole performance is 5 and the

least frequent 2, as shown below.

Degree of No. of
Motif Low Occur. Percent
3 55 35%
1 35 222
3 30 19%
6 27 17%
2 10 6%
Total: 157 992

(1002)

As has been the case with other examples, the most prominent motif lows
(in this case, 5, 1, and 3) are also the degrees identified by my
informants as the most comfortable gending finals. Dégrees 6 and 2
have figured more prominently as motif lows in the other examples but
do not seem from this data to merit the label 'enemy' in Pélog patet
Lima. This may bear relation to the special tuning of the rebab for
Pélog patet Lima. 1In all other patets, the open strings are turned to
2 and 6 but in Pélog patet Lima to 1 and 3.

The hierarchy of motif finals is rather different from any of the

examples discussed above.
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Degree of No. of
Motif Final Occur. Percent
1 55 29%
3 50 27%
6 38 207
) 24 13Z
2 20 117
: Total: 187 100%Z

Degree 2 occurs least frequently as motif final (as well as motif low).
Slightly more frequent is motif final 5, identified as an important
degree in Pelog patet Lima. It appears from this data, then, that motif

lows are more important indicators of patet than motif finals.

Motif Final and Motif Type

The number of occurrences of each of the ten finals, its approach,

and the resulting variety coefficient are:

Motif No. of Motif Types/
Final No. of Occur. of Final Variety Coefficient
Ir. I | Ir. II | Whole Perf. Ir. T Ir. ITI|Whole Perf.

5 —— 1/1 1/1 — %* *
5 — 6/17 6/17 —— .31 .31
3 — 3/6 3/6 — .40 .40
3 1/1 7/49 7/50 —k .13 .12
2 —— 6/10 6/10 S .56 .56
2 — 3/10 3/10 - .22 .22
i — 7/23 7/23 — .27 .27
1l 1/2 4/30 4/32 .00 .10 .09
6 — 11/33 11/33 -— .31 .31
6 — 2/5 2/5 — .25 .25

Summary .

ALl Fin. 2/3 50/184 50/187 .50 .23 .23

*Variety coefficient not computable, since there is only one
occurrence of a final.

See Table 6~E for complete listing.
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Final 2 1is approached with the greatest variety (variety coefficient =

.56). The tone approached with the least ?ariety is tone 1, with a

variety coefficient of .09 for the whole performance.

Sentence Position and Motif Type

The complete data for each position in each irama is given in
Table 7-E. The most frequently used motif type(s) and the variety

coefficient for each position in irama II are presented below.

No

variety coefficient is computable in irama I, since less than a complete

musical sentence occurs in that irama.

Irama I Position No.

1 2 3 4
— S2 sS4 52
Irama IT Position No.

1 2 3 4 5 6 7 8
Most Frequent|I2(x17)|12(x10) |Fd(x7)[S2(x11)|S2(x5)|QLl(x6)|Fd(x13)|S2(x13)
Motif Type
Variety

. Coefficient .14 .36 .27 .14 .41 .45 .14 .09

The position of greatest variety is the sixth (.45), and of least variety

the eighth (.09).

The prominence of motif type S2 in three positions

(fourth, fifth, and eighth) may make it insufficient in itself to mark

the end of a musical sentence or a gatra, but the use of motif type Fd

(prominent in the third and seventh positions) before it would seem to

prepare the listener for the end of a gatra-—more typically the end of

a musical sentence.

Below, the overall variety coefficients for motif final and for

sentence position are compared.
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~Sentence Position

and Motif Type

Irama I
Irama I1

.5
.23

not computable

.25

From this data, it appears that both motif final and sentence position

are determinants of the choice of motif type.

not statistically significant.

Prominent Motif Types

The difference of .02 is.

Of the 61 motif types identified from the corpus of this study, 20

are used in this performance.
than four times:

Q3(x9), S4(x6), and Gb(x5).

Of these, nine motif types are used more

I2(x42), S2(x40), Fd(x20), S3(x19), Q1(x13), R1(xll),

Each of these motif types accounts for more

than 2.57 of the whole performance; together they account for 165 of the

total 187 motif positioms.

The following shows the.finals for which

these motif types are used and the sentence positions (in irama II)

in which they occur.

Most Freq.

Motif Most. Freq. Other Other
Type Final(s) Finals Position(s) Positions
12 3 2,i,1,6 1 2,3,5,6,8
s2 3 and 6 5,2,1,1 8 1,2,4,5,6
Fd 1 5,3,2,1 7 3

s3 3 5,6 8 2,3,4

Q1 6 5,2,1,6 6 3,5

R1 5 6,6 7 3

Q3 i 3,2 5 2,4,6

sS4 3 i,e 5 1,6

Gb 5 6 6 3

This is a summary of the data given in Table 8-E.
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Theimotif type with the greatest number of finals is S2 (with six
finals).‘ With the fewest finals is motif type Gb (two finals). Motif
types Fd and Ql, each with five different finals, are limited to two and
three positions respectively. The number of positions In which motif
types 12, S2, S3, and Q3 appear is greater than the number of finals
for which each is used, but the difference is slight in each case.

Five of the eight positions (1,5,6,7 and 8) appear as the most
frequent location of one or more of these motif types. The use of motif
type Fd has been discussed above. It does not occur in the final posi-
tion of a musical sentence or gatra. -Motif types S2 and S3 appear
frequently in the final sentence position and, with one exception for
S3, do not occur in the penultimate position of gatra or musical sentence.
Along with motif type Fd, Rl appears only in odd-numbered positions.. The
most frequent motif type (I2) figures most promineqtly in the first
portion of a musical sentence. It is used most frequently in the first

position, never in the seventh, and only once in the eighth.

Integrative Analysis: Gambang and Lagu

Intervals and Sentence Location

The data from Table 9-E is given in summary form below.

Lagu Beat No. 1 2 3 4 5 6 7 8

Irama No. of Unisons 1 1 . i
Seseg No. of Non-Uni. 0 0 0

Irama No. of Unisons 1 i 1 1 1 1
1 No. of Non-Uni. 0 0 0 0 0 0

Irama No. of Unisons 19 21 10 23 11 17 2 23
11 No. of Non-Uni. 4 2 13 0 12 6 21 0

Whole No. of Unisons 20 -22 11 24 12 18 3 25
Perf. No. of Non-Uni. 4 2 13 0 12 6 21 0
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In a total of 24 sentences plus the initial beat, the gambang is always
in unison with the lagu‘on the fourth and eighth lagu beats. At no
other point is the gambang always in unison with the lagu. In a total
of 24 occurrences of the seventh lagu beat, the gambang is in unison
with the lagu only three times. For irama II and for the whole perform-
ance, the gambang is more often in unison with the lagu than not on
beais 1,2,4,6, and 8. On the fifth beat there is a slight preference
for non-unison in irama II, but an equal number of unisons and non-
unisons occur in this position for the whole performance. In neither
irama seseg nor irama I ‘is there any non-unison of gambang and lagu.
Seven types of intervallic relationships occur between gambang and
lagu in the whole performance. These are represented in Table 9-E with
negative and positive integers. Only‘on the seventh:lagu beat of a
musical sentence is the most typical interval something other than
unison: -3 (minus three; i.e., kempyung below lagu).  Overall, then,
the most typical musical sentence would involve 'a gambang-to~-lagu
relationship .of unison on beats 1,2,3,4,5,6, and 8, and -3 on beat 7.
This péttern would give rise to a feeling of tension on the seventh beat
which would be resolved on the subsequent beat (the end of a musical
sentence). However, with the exception of irama seseg and irama I
(which together account for only one of the 24 musical sentences) various
types of tension (f;om non-unisons) occur on all but the fourth and

eighth beats.

Consonance-Dissonance and Sentence Location

The tabulation of consonance-~dissonance coefficients is given in

Table 10-E. Below is given the consonance-dissonance coefficient for
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each lagu beat in each irama and for the whole performance.

Lagu Beat No. 1 2 3 4 5 6 7 8
Irama Seseg 0 Q 0
Irama I . g 0 0] 0 4]

Irama II .65 .26 1.65 0 1.78 ° .87 2.1i7 0
Whole Perf. i .63 .25 1.58 O 1.71 .83 2.08 0

For the whole performance, the beat of greatest dissonance (the seventh)
immediately precedes one of the two beats of greatest consonance (the
eighth) . The other beat of greatest consonance (the fourth) is preceded
by the beat of third most dissonance (the third). ﬁence, the two most
marked points of resolution of tension are the ends of gatras and the
ends of musical sentences. This same pattern emerges in irama II.

From the data for the whole performance and for irama II, the
pattern of alternating tension and resolution identified in Gending
Gambir Sawit and Ketawang Walagita is found here as well. The even-
numbered beats involve less dissonance than the (odd-numbered) beats

immediately preceding and immediately following, as follows:
lst > 2nd < 3rd > 4th < 5th > 6th < 7th > 8th.

This would seem ﬁo indicate that, in addition to the clear tendency to
resolvé tension on the fourth and eighth beats, there is a tendency for
some extent of tension resolution on even—numbered beats aﬁd for tension
to build again on odd-numbered beats. In iramas I and seseg, no tension
is built by gambang-to-lagu relationships, but there is too little data

to be significant.
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Corpus VI: Ladrang Pangkur, Pélog Patet Barang

This gending was performed on a gambang consisting of 21 keys
(6 to 6). The performance comsists of all gambang beats (an initial
plus five legu beats) in irama seseg, 28 gambang beats (seven lagu
beats) in irama I, 376 gambang beats (47 lagu beats) in irama II,2
1177 gambang beats (147 lagu beats plus one gambang bea;) in irama III,

and 782 gambang beats (49 lagu beats minus two gambang beats) in

irama IV.

Non~Thematic Analysis

Total Melodic Range

The total melodic range for the whole performance is 2 to 3

For the ranges in each irama, see Table 1.

Maximum Stepwise Motion

For the whole performance, the maximum stepwise motion is six keys:

Ascent | Descent
r.h. 5 keys=1 octave 3 keys=l octave minus 2 keys
1.h. 6 keys=1 octave plus 1 key 5 keys=1 octave

The maximum stepwise motion in each irama is given in Table 2.

Maximum Repetition of a Single Tone

The maximum repetition of a single tone is six successive state-
ments in the right hand and five in the left. The maximum repetition

of a single tone in each irama is given in Table 3.
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Non-Octave Playing

Of a total of 2374 gambang beats in the whole performance, 406 772y
are non-octave playing, of which 667% are nom-octave intervals, 227 rests
in the left hand, and 12% rests in the right hand. O0f the non-octave

playing, 38% occurs om the first gambang beat and only 27 on the sixth.

Cmb., Beat No. 1 2 3 4 5 6 7 8 | Total | Percent
Rests in r.h. 20 3 3 1 15 4 1 2 49 127
Rests in l.h. 32 22 6 3 7 4 7 8 89 227
Non-oct. Int. ! 103 3 18 13 101 2 27 1 268 667
Total 155 28 27 17 123 10 35 11 406 1007
Percent 38% 7% 772 4% 307 22 9% 3% | 100%
The non-octave playing in each irama is given in Table 4-F.
Motivic Analysis
Motivic Transcription
Ladrang Pangkur, Pélog Patet Barang
Lamba .
2 én 6t 2p
I12-7 55-6 $2-17
Irama I
3 3t 5 n
§3-12 Ga~2 Fd-3 $3-12
Irama II
3 6t 7 2p 3 6t 6 2n
S3-7 Ge=3 R1-1 S2-13 Q3-1 Ge-1 S5-6 S2-4
7 3t 3 7p 3 2t 3 éng
I1-3 Q3-1 Bd-4 $3-14 S3-7 Q1-3 Fd-4 s2-17
3 2t 3 Tw 3 2t 3 én
§$3-7 Q1-3 $3-12 S$3-14 $3-17 Q1-3 Fd-4 S2-17
3 6t 3 2p 7 3t 5 7n

13-4 G2-1 M3-1 $2-18 11-3 J— Fd-3 = 8§3-12°



$3-7

§3-12

Mulur

P1-2

§3-7

~

s3-12°

N

12-6

wn

Gb-12°

I12-6

§5~7

§3-7

Ngelik

12-6

(S 1)

I2-6

6t
G2-1

3t
Ga-3

Ab-2

i)}

Ge-3

§$5-7

DN

I2-6

s3-12°

v5-1

S3-6

O

Ge-3

N

I2-6

L

$3-19

Ladrang Pangkur, Pélog Patet Barang

O

Gb-8

~d

[ W% T
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Total Number of Motifs Used

A total of 108 motifs are used of which 47 are used more than once
and account for 234 of the 295 motif positioms.

In irama I, each of the three motif positions is accounted for by
a different motif, ome of which (I2-7) is exclusive to irama I.

In irama II, ten motifs are used more than once, accounting for 30
of the 47 motif positions. None of these is exclusive to irama II.

In irama III, 33 motifs are used more than once, accounting for
110 of the 147 motif positions. Of these, 15 are exclusive to irama
III: Ab-2, Bb-1l, Be-1l, L4-3, N4-2, P1-2, S2-3, S2-15, S$3-2, S3-3, §3-6,
§$3-18, V5-1, Gb-8, and Gb-9.

In irama IV, 14 motifs are used more than once, accounting for 61
of the 98 motif positions. Of these, three are exclusive to irama IV:
I1-5, S2-11, and V2-1.

The use of motifs exclusively in irama III or IV points to the
special character of gambang playing in the context of ciblon drumming.
Six of the motifs used more than once, but exclusively in irama III,
were identified by Suhardi as 'ugal-ugalan' (playful) motifs: Ab-2,

Bb-1, Be-1, L4-3, N4-2, and V5-1. None of the motifs used more than
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once exclusively in irama IV was specifically identified by Suhardi as
'ugal-ugalan'. If iramas III and IV are combined for comparison with
gambang playing in non-ciblon context, there are ten motifs (in addition
to the ones mentioned above) used more than twice in the whole perform-
ance but océurring only in the context of ciblon drum (i.e., irama III
or IV): Fd-5, Ge-5, Il-1, I2-2, I2-6, S$3-16, S3-20, S5-7, S5-9, and
Gb-12. Of these, only $5-9 was identified as 'ugal-ugalan'. The
following 13 motifs, used only once in the context of ciblon, were iden—-
tified as 'ugal-ugalan' by Suhardi: Bb-2, Bb-6, Fl-1, Ga-3, Ga-7, K2-1,
R3-1, S2-20, S5-8, U6-1, V3-1, V3-2, and V3-3. Some of the other motifs
used exclusively in irama III and IV might also be felt as somewhat
'ugal-ugalan' but were not discussed with my informants.

The mptif Bd-4, identified as 'ugal-ugalan' and played in irama III
in Gending Gambir Sawit, appears twice in Ladrang Pangkur: in irama II.
In Gending Gambir Sawit, one ugal-ugalan motif (V5-1) was found in
" 4rama IT twice. With this in mind, I feel it is probable that some
motifs are more 'ugal-ugalan' in nature than others, although the dis-
cussion of ugal-ugalan motifs with my informants did not involve a
continuum. Perhaps motifs VS-1 and Bd-4 are less 'ugal-ugalan’ than
some of the other motifs. If, in a larger sample, these two (and
several other) 'ugal-ugalan' motifs reappeared outside of the ciblon
context, while others did not, it might be concluded that the evaluation
of this aspect of the nature of motifs operates within a continuum
rather than the dichotomy implied by the labelling of some motifs as

'ugal-ugalan' and the others as 'not ugal-ugalan'.
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A total of 29 (12%) of the 245 motif positions in irama III and IV
are accounted for by motifs identified as 'ugal-ugalan'. I strongly
suspect that other motifs used in these two iramas are felt to be
'ugal-ugalan', but were not explicitly pointed out during discussions

with my informants.

Motif Final and Motif Low

No predictions have been presented concerning motif lows in Pélog
patet Barang. This patet is considered by many Javanese, including my
informants, to be a transposition to the Pélog Barang scale of Sléndro
patet Manyura, although exceptions are recognized. Of particular
importance is the mention of gendings in Pélog patet Barang which may
comfortable end on degree 5, the enemy in Sléndro patet Manyura and
never (to my knowledge) the final of a gending in Sléndro patet Manyura.
Nevertheless, the present example, Ladrang Pangkur, is considered a
transposition from Sléndro patet Manyura and is often played in
Sléndro patet Manyura. (The names of the five principal pitch degrees
in the Pélog Barang system are the same as the names of the five Sléndro
pitch degrees; the numerical representation differs for '"barang':

1 in Sléndro; 7 in Pélog. The tonal motion predicted (and supported
by the data) for Sléndro patet Manyura should be prominent in this
performance, and not the tonal motion predicted for Sléndro patet Sanga.

In the whole performance, 221 (75%) of the 295 motif positions are
accounted for by LLF mot;fs. The degree of motif lows, the degree of
their corresponding finals, and their frequency of occurrence in each
irama are presented in Table 5-F. In each case, the pattern predicted

in Chapter VI for Sléndro patet Manyura 1s prominent, and with the
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exception of final 3, occurs more than all others combined, as summarized

below.

Degree of Most Frequent Other Predicted
Motif Final Tonal Motion Tonal Motion Tonal Motion
Low to Final Low to Final Low to Final
3 6 up to 3(x56) | 7 up to 3(x5) 6 up to 3

2 up to 3(x3)

3 up to 3(x3)

5 up to 3(x1)
2 6 up to 2(x38) | 7 up to 2(x9) 6 up to 2

3 up to 2(x5)

2 up to 2(x4)
7 3 up to 7(x29) | 6 up to 7(x18) 3up to 7

7 up to 7(x1)
6 3 up to 6(x21) | 6 up to 6(x9) 3up to 6

2 up to 6(x3)
3 3 up to 5(x11) | 2 up to 5(x3) 2 up to 5

In only one case (approaching motif final 3) is degree 5, the

enemy in Sléndro patet Manyura, found as motif low. Otherwise, degree
5 seems to be identifiable as enemy for the patet of this géngiing. Since
degree 5 may figure prominently in some Pélog patet Barang gendings,
presumably it is not the enemy for patet Barang but for one type of
patet Barang. My informants do not verbally distinguish 'Manyura' and
'Sanga' types of patet Barang. Similarity to 'Manyura' of some gendings,
including Ladrang Pangkur, is acknowledged; but gendings in which degree
S5 is more prominent‘a:e not described as Pélog patet Barang 'Sanga’
type. A future study with a larger corpus, including such gendings as
Gending Sinom and Ladrang Winangun (both featuring degree _S_Vat: the end

of musical sentences and as finals), might lead to the identification
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Degree 6 is the most frequently used motif low, found more than all

other motif lows combined, as shown below.

Degree of No. of
Motif Low Occur. Percent
6 121 55%
3 69 31Z
2 15 7Z
7 15 7%
3 1 —
Total: 221 100%

The hierarchy of motif lows is identical to that in the example in
Sléndro patet Manyura, including the equal number of occurrences of
7 (=1) and 2.

The hierarchy of motif finals is quite similar to that of the

example in Sléndro patet Manyura, as shown below.

Degree of No. of
Motif Final Qccur. Percent
3 96 33%
6 60 20%
2 58 20%
1 54 18%
S 27 9%
Total 295 100%

As in the Sléndro patet Manyura example, both degrees 3 and § are

prominent as motif lows and finals but account for a greater percentage

of motif lows than motif finals, and degree 5 accounts for a greater

percentage of motif finals than motif lows. The use of degree 7, of

course, makes the patet clearly identifiable as patet Barang. Assuming

that there are sub-types of patet Barang, and that this example is

'"Manyura' type, the sense of patet sub-type arises more from motif low
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than from motif final.

Motif Final and Motif Type

The number of occurrences of each of the 1l finals, its approach,

and the resulting variety coefficient are:

No. of Motif Types/
Motif [No. of Occur. of Final Variety Coefficients
Final Ir. Tr. I Ir. I Ir. IV | W.P. Ir. 0 Ir. IT1Ir, IIT Ir. IVIW.P.
3 —| 2/2 | 8/17 | 7/13 {10/32 ||—=*| 1.00| .47 .50}.29
3 -1 5/16{11/27 6/15 115/58 - .27 .38 .35¢1.25
3 —) 1/2 1/2 1/2 2/6 — .00 .00 .00}.20
2 1/1) 1/1 | 4/16 | 7/15 | 9/33 ||-=—*{ -—=*| .20 .42{.25
2 —_— 277 5/10 7/8 10/25 —— .17 Y .86|.38
7 -—] 1/1 9/15 4/8 11/24 — —— .57 431.43
7 —_! 3/7 7/21 2/2 8/30 — .33 .29 1.004.24
6 1/1] 2/4 6/11 9/17 (13/33 —— .33 .50 .501.38
6 1/1] 3/5 5/16 4/5 6/27 —— .50 .27 .75(.19
5 — —— 6/7 5/11 9/18 — — .83 .401 .47
5 —| 1/2 | 3/5 2/2 4/9 —— .00 .50 | 1.00{.38
Summary
All Fin. 3/3121/47165/147|54/98 [97/295 ||——* .30 .40 .491.31

*Variety coefficient not computable, since there is only one
occurrence of a final.

W.P. = Whole Performance

See Table 6-F for complete listing.

Final 5 is approached with the greatest variety in motif type (variety
coefficient = .47). Final 6 is approached with the least variety
(variety coefficient = .19).

Despite the far greater number of motif positions in irama III than
in irama II, the variety coefficient with respect to motif final is

greater in irama III than in irama II. With fewer motif positions than
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irama IIi, irama IV has a variety coefficient of .49. In comparison
with each‘other, then, irama III and IV show the same trend found in
Gending Gambir Sawit: the greater the number of motif positions, the
less variety. It is irama II in this performance of Ladrang Pangkur
which deviates from the trend. With fewer motif positions than either
irama III or IV, it has the least variety with respect to motif final,
implying that the choice of motif type is significantly more limited
(at least by motif final) in irama II than in iramas III and IV. The

data for irama I is insufficient for any trend to be identified.

Sentence Position and Motif Type

The complete data for each position in each irama is given in
Table 7-F. The most frequently used motif type(s) and the variety
coefficient for each position in each irama are given below (see
page 317). No variety coefficient is computable for Irama I. The posi-
tions of greatest variety in each irama are the second (.80) in irama II,
the third (.47) in irama III, and fifth, sixth, eleventh, and thirteenth
(1.0) in irama IV. The positions of least variety‘are the end of a
musical sentence in iramas IT and III and the midpoint of a musical
sentence: (end of first gatra) in irama IV: in each case the eighth
position. The limitation of variety in the final position in iramas II
and III may be due to the appropriateness of only certain motifs for
ending a musical sentence. The limitation of variety in the eighth
ﬁosition in irama IV may indicate that omly certain motifs are appro-
priate for ending the first gatra of a musical sentence. That the

variety coefficient is not small in the final (sixteenth) position may
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be indiéative of a special characteristi; of irama IV, but I suspect
that in é larger sample of playing in irama IV this position would
also have a small variety coefficient in comparison with most of the
others.

In each irama, motif type S2 is prominent in the final position.
In irama IIT it is also prominent in the fourth position, and in
irama IV it is also prominent in positions 1, 4, and 8. In each irama,
motif type Fd is prominent in the penultimate position, preparing the
listener for the end of a musical sentence.

Below, the overall variety coefficients for motif final and

sentence position are compared.

Motif Final and Sentence Position

Motif Type and Motif Type
Irama I (not computable )
Irama II .30 .49
Irama III .40 .40.

Irama IV .49 .58

From this data, it appears that both motif final and Sentence position
are determinants of thg choice of motif type. For Iramas II and IV,
the motif final seems to be a greater determinant than sentence
position. In irama III the two variety coefficients are identical.
This reflects the trend found in all the other examples in the corpus
of this study, for which there is not a significant difference between

the twe variety coefficients.

?rominent Motif Tvpes

Of the 61 motif types identified from the corpus of this study,
43 are used in this performance. Of these, 11 motif types are used

more than nine times: S3(x65), S2(x39), Fd(x19), I2(x17), Gb(x16),
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S5(x16), Q3(x14), Ge(x13), I1l(x13), R1(x1l), and Q1(x10). Each of
these motif types accounts for more than 2.5Z of the whole performance;
together they account for 233 of the total 295 motif positions. The
followiﬁg shows the finals for which these types are used and the
sentence positions (excluding irama I) in which they occur (see page
320).

The motif types with the greatest number of finals are S2, 12, Gb,
35, and Ql (each with six different finals). The motif type with the
smallest number of finals is Ge (with only three different finals). The
motif type occurring in the greatest number of positiomns is S3: seven
positions in iramas II and III (all but the Seventh), and eleven posi-
tions in irama IV. Each of the motif types Fd, Ge, and Rl occurs only
in two positions in irama II and III. Of these, Fd and Rl are particu-
larly significant, since they both occur with five different finals.
In irama IV, Rl is used in only two positions, but Fd occurs in seven
positions. Motif type S2, limited to even-numbered positions in iramas
IT and III, occurs in three odd-numbered positions in irama IV. Further
differences between use of motif types in iramas II and III and in
irama IV may be identified with a larger sample of gambang playing in
irama IV. As is the case in the other examples in the corpus of this
study, the choice of some motif types (such as S3) is determined more
by motif final than motif position, while the choice of others (such as
Fd), at least in iramas II and III, is determined more by position than
by motif final.

For iramas II and III, this data shows several trends for the

positions of these motif types. With the exception of positions 2 and
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4, each of the eight positions appears as the most frequent location of
one or more of these motif types. The use of Fd in the penultimate
position of musical sentence and gatra has been discussed above. It
occurs in only these positions in iramas II and III. Motif type S2
occurs most ‘frequently in the final position (of musical sentence and
gatra) and not once in the penultimate position. Motif type Ge, along
with S2, appears only in even-numbered positions. Motif Type Il, along
with Rl and Fd, appears only in odd-numbered positions.

It is significant that only five of the 98 motif positions in
irama IV are filled by motif types not used elsewhere in the corpus of
this study: Fl, Hb, Hl, K2, Lb, and M2. Even at the specific level
of motif (with accession number), only 12 motifs are exclusive to irama
IV;3 hence 86 (88%) of the motif positions are accounted for by motifs
found also in iramas I, II, and III. This means that most of the play-
ing in irama IV involves rearrangement rather than a new set of motif
' types or motifs. My informants talked of irama IV as an "extended
irama III"”. It is in the process of extension that the components of
gambang playing, the motifs, are rearranged. If irama IV were simply a
doubling of irama III, motif type Fd, for example, should occur only in
the sixth (=2x3) and fourteenth (=2x7) positioms, since it is restricted
to the third and seventh positions in irama III (with one exception in
Gending Gambir Sawit). Instead, it occurs in seven different positiomns,
most frequently the fifteenth (not the fourteenth) position.

It has been suggested in the analysis of the other examples in the
corpus of this study that motif type Fd prepares the listener for the

end of a musical sentence or gatra. The following seven excerpts from
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the motivic transcription show several ways in which motif type Fd is
used to signal the end of a musical sentence or gatra in . irama IV.
(The other two occurrences of -this motif type in irama IV apparently
do not function this way, but instead appear in the position preceding

the middle of a gatra: a use not found in any other irama.)

1. Fd to Il to Il to Q3 (end of musical sentence)
2. (M2 to Q1 to) Fd to S2 (end of musical sentence)
3. Fd to Il to Il to Q3 (end of gatra)

4. (Gb to S5 to) Fd to S5 (end of musical sentence)
5. (Bb.to) Fd to Il to Q3 (end of musical sentence)
6. (J4 to) Fd to S5 to S2 (end of gatra) '

7. (83 to Ql to) Fd to S2 (end of musical sentence)

In the second, fourth, and seventh excerpts Fd appears in the penultimate
position, as is the case in irama III (and irama II). Motif type Fd is
separated from the final motif type of the gatra or musical sentence by
one motif unit in the fifth and sixth excerpts,and by two motif units in
the first and third excerpts. With the exception of the use of motif
~type S5 in the sixth example, motif type Il appears to be the motif type
chosen for 'filling in' the musical time between motif type Fd and the
final motif unit of the musical sentence or gatra. In the first and
third excerpts, Il is repeated, and accounts for both the penultimate
and the antepenultimate positions.

From this data, it seems that in irama IV, unlike any other irama,
motif type Fd is not restricted to the penultimate position of musical
sentence or gatra bﬁt often occurs in one of the three positions pre-
ceding the end of a musical sentence or gatra. As in the other iramas,
it does not occur in the final position. ' Extension may occur before
(second, fourth, and seventh excerpts), after (first and third exerpts),

or both before and after (fifth and sixth excerpts) motif type Fd, but



its function remains to prepare the listener for the end of a musical

sentence or gatra.
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I have chosen motif type Fd as an example for comparison of trends

in ‘iramas II and III with trends in irama IV. Detailed discussion of

other motif types requires a larger sample of playing in irama IV.

Further research may provide additional insight into the special nature

of gambang playing in this irama.

Integrative Analysis: Gambang and Lagu

Intervals and Sentence Location

The data from Table 9-F is given in summary form below.

Lagu Beat No. 1 2 3 4 5 6 7 8

Irama No. of Unisons 1 1 1 1 1 1
Seseg. No. of Non-Uni. 0 0 0 0 0 0
Irama No. of Unisons 0 1 1l 1 1l 0 1
I No. of Non-Uni. 1 0 0 0 0 1 0
Irama No. of Unisons 4 4 1l 5 3 5 0 6
1I No. of Non-Uni. 2 2 4 0 4 1 6 0
Irama No. of Unisons 10 16 4 18 6 17 4 18
111 No. of Non-Uni. 8 2 14 0 13 2 15 0
Irama No. of Unisons 5 6 2 6 4 6 1 7
v No. of Non-Uni. 1l 0 4 0 2 0 5 0
Whole No. of Unisons 20 28 9 31 14 29 5 33
Perf. No. of Non-Uni. 12 4 22 0 19 3 27 0

In a total of

32 occurrences of the eighth lagu beat plus the

initial beat and 31 occurrences of the fourth lagu beat, the gambang

is always in unison with the lagu. At no other point is the gambang

always in unison with the lagu.

Although some unisons occur in each

position, the seventh, and, to a lesser extent, the third posictions
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rarely iﬁvolve unisons. For the whole performance, and for iramas II
and III,.the gambang is more often in unison with the lagu than not on
beats 1,2,4,6, and 8. On the fifth beat, the gambang and lagu are more
often in unison in irama IV, but not in iramas II and III nor for the
whole performance. In irama seseg no non-unisons occur, and in irama I
non-unisons occur only on the first and seventh beats.

Eleven types of intervallic relationships occur between gambang and
lagu in the whole performance. These are representad in Table 9~F by
the negative and positive integers. Only on the seventh lagu beat of a
musical sentence is the most typical interval something other than
unison: =3 (minus three; i.e., kempyung below lagu). On the third beat
there is an equal number of unisons and the interval -2 (minus two; i.e.,
kembyung below lagu); if irama seseg and irama I -are excluded, the
interval -2 would be the most prominent in the third position (for
iramas II, III, and IV combined). Thus the most typical musical sentence
would involve a gambang-to-lagu relationship of unison on beats 1,2,4,5,
6, and 8, -3 (kempyung below lagu) on beat 7, and unison or =2 (kembyung
below lagu) on beat 3. This pattern would give rise to a feeling of
tension ‘on the seventh, ‘and (if not unison) the:third: beats, which would
be resolved on the ‘subsequent beat (the end of a musical sentence or
gatra). However, with the exception of irama seseg and irama I (which
together ‘account’ for less than two of the 32 musical sentences) various
types of tension (from non-unison) occur.on all but the fourth and

eighth beats.
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Consonance-Dissonance and Sentence Lecation

The tabulation of consonance-dissonance coefficients is given in
Table 10-F. Below is given the consonance-dissonance coefficient for

each lagu beat in each irama and for the whole performance.

Lagu Beat No. 1 2 3 4 5 6 7 8
Irama Seseg 0 0 0 0 o 0
Irama I 3.0 0 0 0 0 2.0 0
Irama II .83 .33 2.80 0 1.71 .17 2.1i7 0
Irama III 1.17 .33 2.50 0 1.42 .37 2.05 0
Irama IV .33 0 1.33°° 0 .83 0~ 2.50 0
Whole Perf. .97 .25 2.16 0 1.33 .25 2.16 0

For the whole performance the two beats of greatest dissonance
(the third and seventh) immediately precede the beats of greatest com-
sonance (the fourth and eighth). This same pattern emerges in iramas II,
III, and IV. The greatest tension, arising from dissonance, is resolved
(by unison) at the ends of musical sentences and gatras. In irama I,
there is resolution of tension on the second and eighth beats. There is
a lack of tension from dissoﬁance in irama seseg. This conforms to the
pattern found in all other examples: the gambang and lagu are always in
unison in irama seseg.

From the data for the whole performance and for iramas 1T, IIT and
IV, the pattern of alternating tension and resolution identified in
Gending Gambir Sawit, Ketawang Walagita, and Ladrang Sembawa is found
here as well. The even-numbered beats involve less dissonance than the

(odd-numbered) beats immediately preceding and immediately following:
1st > 2nd < 3rd > 4th < Sth > 6th < 7th > 8th.

This would seem to indicate that, in addition to the clear tendency to

resolve tension on the fourth and eighth beats, there is a tendency for
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some extént of tension resolution on even-numbered beats. The data for
irama I dﬁes not yield this pattern, but, given a larger sample, I would
not be surprised to find it in irama I as well. To my knowledge, irama
seseg is a special case, in which no dissonance of gambang and lagu

.

Qccurs.

Summary

Non~Thematic Analysis

Four aspects of gambang playing subjected to analytical investiga-

tion are non-thematic.

Total Melodic Range

The total melodic range is greatest in Gending Gambir Sawit (13
keys in each hand) and smallest in Ladrang Sembawa (ten keys in the right
hand and 11 keys in the left hand). This constitufes a range of at
least two octaves and at most two octaves plus three keys for the part
of each hand. Presumably, then, a range of ten keys in one hand is

sufficiently wide by current standards.

Maximum Stepwise Motion

The maximum stepwise motion in the same direction occurs in Gending
Gambir Sawit: seven keys (=one octave plus two keys) in ascent in the
left hand part. 1In each composition, stepwise motion of at least five
keys (=one octave) occurs. Presumably, then, stepwise motion of seven
keys is within the limits indicated by my informants' "not much more

than an octave'.
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Maximum Repetition of a Single Tone

The maximum repetition of a single tone occurs in Ladrang Sembawa:
ten successive statements in the right hand part. In each composition,
at least one tome is stated four or more times in succession. Presum-
ably, then, 'ten successive statements is within the range of accept-

ability and does not constitute ''too many' repetitions.

Non-octave Playing

The greatest percentage of non-octave playing (consisting of right
hand rests, left hand rests, and non-octave combinations of right and
left hands) occurs in Ladrang Pangkur: 17% of the gambang beats are non-
octave. The smallest percentage of non-octave playing occurs in Ladrang
Sembawa and KetwangVWalagita: 127 of the gambang beats are non-octave.
Thus, each performance is at least 83% octave playing, which justifies
the characterization of gambang playing as essentially 'octave—-oriented’.
However, it has been pointed out that some non-octave playing is
aesthetically desirable. Presumably, then, 127 non-octave playing is
sufficient independence of hands by current Jogjanése standards.

In each performance, non-octave intervals account for more non-
octave playing than either right or left hand rests. Rests are more
frequent in the left hand than in the right. Within an eight-gambang-
beat unit, the greatest amount of non-octave playing occurs in the first
or fifth beats, and the greatest amount of octave playing occurs on the

sixth or eighth beats.
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Motivic Analysis

Gambang playing in all iramas but irama seseg is organized motiv-
ically into process (kinetic) units which may be transposed within one

tuning system or to another tuning system.

Total Number of Motifs Used

In the entire corpus of this study, 206 different eight-gambang-
beat motifs account for the totAl 1083 mo;if positions. The greatest
number of times a single motif is used in a single composition is 34
occurrences (of motif I2-6, accounting for 187 of the 187 motif posi-
tions in the performance of Ladrang Sembawa). This motif (I2-6) is
also the most frequently used motif in the entire corpus, with 78
occurrences. Probably because of the relatively small size of the
corpus, more than half (112 of 206) the motifs are used only once in the
entire corpus. Some of these I have heérd in other performances; none,
I feel, is 'composition-specific'. From the data at hand, it may be
stated that the performer's 'vocabulary' of motifs is no less than 206.
Presumably, this total is sufficiently great to provide ample variety.
In a larger sample, even more motifs would be used; situations appro-
priate for some of the motifs in the performer's 'vocabulary' do not
appear in the corpus of this study.

~ For the two corpus items with ciblon drumming (Gending Gambir Sawit
and Ladrang Pangkur), the importance of context in the choice of motifs
is demonstrated by the nearly exclusive use of certain motifs, identi-

fied as 'ugal-ugalan', in the context of ciblon drumming. Two of the

ugal-ugalan motifs (V5-1 and Bd-4) appear in non-ciblon contexts as
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well, and--positing a continuum from 'ugal-ugalan' to 'non-ugal-

ugalan'--may be only marginally ugal-ugalan.

Motif Final and Motif Low

Verbal%zation by my informants suggests that the motif low in
motifs whose low is lower than the final may be an important indicator
of patet. Comparisons of motif lows and motif finals in each corpus
item indicate that a sense of patet arises more from motif lows than

from motif finals.

Sléndro Patets
The predictions made concerning motif lows in Sléndro patet Man-

yura and Sléndro patet Sanga are confirmed in the Sléndro examples
(first two corpus items). Principles underlying the choice of certain
motif lows include: avoidance of enemy pitch degree; emphasis of the
pitch degree of 'the other' patet; and the definition of patet Manyura
as patet Sanga 'transposed up one key'. Of particular significance is
the absence of the enemy pitch degree as motif low in both Sléndro

examples.

Pélog Patets

No explicit predictions were made concerning motif lows in any of
the Pélog patets. For Pélog patet Nem, the sub-type categories 'Sanga’
and 'Manyura' imply the same predictions made for these two Sléndro
patets. For each example in Pélog patet Nem, the motif lows predicted
for Sléndro are prominent, but not as clearly so as in the Sléndro

examples. Degree 3 (enemy in Sléndro patet Sanga) appears twice as
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motif low in the Pélog patet Nem, 'Sanga' type, example; and degree 5
(enemy in Sléndro patet Manyura) appears twice as motif low in the
Pélog patet Nem, 'Manyura' type example.

For Pélog patet Lima, the data indicates ambiguity. Some finals
are more fréquently approached from 'Sanga' type lows and others from
'Manyura': type lows.

Javanese conception of Pélog patet Barang as a transposition from
Sléndro patet Manyura (for mos£ compositions) implies the same predic-
tions made for Sléndro patet Manyura. These predictions are confirmed
in the data, although not as clearly as in the corpus item in Sléndro
patet Manyura. (Sléndro patet Manyura enemy degree 5 appears as motif

low in the corpus item in P&log patet Barang, but only once.)

Motif Type

Motifs with the same capital-letter and lower-case letter/numeral
designation (but different accession numbers) are considered to belong
to one motif type.

Choice of motif type in most of the corpus appears to be deter-
mined more or less equally by motif final and by posiﬁion in a musical
sentence. Significant exceptions occur in iramas II and IV in Ladrang
Pangkur, where motif final appears to be the more significant deter-
minant than sentence position.

Certain motif types are more prominent than others. Those which
account for more than 2.5% of each of the corpus items are, in order of
frequency, S3, §2, Fd, I2, Gb, and Ql. Each of these motif types is

used in each irama, with the exception of Gb, which does not occur in
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irama I. This is most likely due to the limited sample, rather than any
inappropriateness of motif type Gb in irama I.

Most motif positions in this corpus occur in irama II and III, in
which there are eight positions per musical sentence. Only motif type
S3 is found'in each of these positioms. In no performance is this the
motif type with the greatest number of finals. Hence, motif type S3
appears to be more 'final-specific' than 'position~specific'. Motif
type Fd is found (with one exceptiom in Gending Gambir Sawit) in only
the third and seventh positions, yet with from four to seven different

finals. Hence motif type Fd appears to be more position-specific than
final-specific. Motif type S2 is not found in the third or seventh
positions. Motif types Ql and (with one exception in Ladrang Sembawa)
12 appear only in the first six positioms. Motif type Gb appears in all
but the fourth and fifth positions, but is most prominent, like Fd, in
the third and seventh. The data is too limited in iramas I and IV for
the patterns of motif type use in these iramas to be statistically

significant.
Integrative Analysis: Gambang and Lagu

Verbalization concerning the gambang part's integration into the
total gamelan sound fabric most frequently focuses on the intervallic
relationships of gambang to the multi-octave conceptualized melodic

outline called "lagu'. Several important trends emerge from the data.



332

Intervals and Sentence Location

For each corpus item, the gambang is always in unison with the lagu
on the eighth beat of a musical sentence, and is more often than not in
unison with the lagu on beats 1,2,4,6, and 8.

The most typical interval between gambang and lagu on the penul-
timate beat of a musical sentence is -3 (kempyung below lagu) in all
corpus items except Ketawang Puspawarna (Corpué I), in which the most
typical interval on the penultimate beat is -4 (kembyung below lagu).
On the third and fifth beats of a musical sentence, the most typical
gambang to lagu interval may be unison or non-unison.

The importance of musical sentence as a meaningful unit is demon-~
strated by the fact that only on the eighth (final) beat of a musical
sentence is the gambang always in unison with the lagu, and only on the
seventh (penultimate) beat is it most typically an interval other than
unison. The end of the first gatra of a musical sentence is less

clearly evident from patterns of gambang-to-lagu relationships.

Consonance-Dissonance and Sentence Location

The relative extent of consonance-~dissonance, although represented
by arbitrary rankings, reveals a pattern of tension resolution--not
only from penultimate to final beat in a musical sentence, but also
from odd-numbered beats to even-numbered beats. The relation of con-
sonance-dissonance coefficients for each of the eight lagu beats to the
one immediately preceding and the one immediately following yields the

following pattern in four of the six corpus items:

1st > 2nd < 3rd > 4th < 5th > 6th < 7th > 8th.
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In the other two (Corpus I and Corpus IV) the pattern is the same,
except that the coefficients for the first beat are either equal to
(in Corpus 1IV) or less than (in Corpus I) the coefficients for the

second beat.

In the following chapter, some of the implications of the findings

of this study are discussed from a broader perspective.
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Notes to Chapter VII

lThe second position actually has slightly less variety than the
third (.28 and .29, respectively) but is not considered significantly
different.

2This excludes 24 gambang beats (= three lagu beats) identified as
'trouble spots' by the performer.

3’I‘he 12 motifs exclusive to irama IV in this study are the following:

Bb-2, F1-1, Hb~1, H1~1l, I2-1, K2-1, Lb-1l, M2-1l, Ql-6, S2-7, V3-1,
and Gb-5.  “Each is ‘used only once.

AThe totals vary since there are two 'trouble spots' in the lamba
section (irama II1); see note 2 to Chapter VII.
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CHAPTER VIII1

SUMMARY AND CONCLUSION

The gambang in contemporary Java is a multi-octave xylophone
consisting of 17 to 23 keys of graduated length and played primarily
in octaves. It is an integral part of the 'soft' instrumentation of
a Javanése gamelan and may be played in compositions in: both strict
and free forms, and in a number of performance contexts.  This study
has inQestigated gambang practice in compositions in three strict forms
frequently heard at uyon-uyon performances. As a framework for the
understanding of the gambang and its music, aspects of Javanese socio~
cgltural and musical contexts have been discussed.

The findings and implications of the musical analysis have been
summarized at the end of Chapter VII. Here, several specific matters
not articulated in previous writings are listed.

1. Balungan is a single-octave melodic outline manifested on
certain instruments, each confined to one octave; it is not always per-
ceived by the Javanese as 'the melody’.

2. Lagu is a multi-octave melodic outline (i.e. its range spans
more than one octave) which is not manifest on any one instrument, but
is conceptualized.

3. Lagu is the melodic outline which serves as the best guide to
gambang playing, although some pleasing deviation from it (i.e., some
independence of garapan from lagu) is aesthetically desirable. Balungan
may provide a good guide for playing the gambang in some instances, but

not in all.
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4. Kalimat lagu (musical sentence) ‘is a perceptual unit. Without
exception, at least in the corpus of this study and in my listening
experience, the gambang part and the lagu are in unison at the end of
musical sentences. Gatra is a smaller perceptual ;ﬁit (two gatras =
one musical’sentence). The gambang part and the lagu are usually in
unison at the end of gatras, but not always.

5. The Pélog tuning system consists of two overléﬁping pentatonic
systems, Bem and Barang, with an auxiliary pitch 4. The application of -
patet subdivisions to the heptatonic Pélog system obscures this funda-
mental subdivision.

6. The importance of gambang and other 'soft' instruments for
patet indication is suggested by verbalization within the culture, and
corroborated by data from this study.

7. The process (kinetic) orientation in playing gambang and other

gamelan instruments bears clear relation to Javanese pitch interval

terminology and to the aesthetics of Javanese gamelan music.

The Jaﬁanese viewpoint is important to an understanding of both
the gambang's physical properties and its music--not as entities
distinct from the wider socio-cultural context, but as constituents of
that context. Several aspects of this viewpoint introduced in Chapter I
have been integral to the entire study.

First, appropriateness of objects and behavior has been shown to
be contextual. For example, a difference in shape distinguishes a
resonator appropriate for a Jogjanese gambang from one appropriate for
a Solonese gambang. In musical performance, contextual determinants of

the gambang player's choice have been discussed. Some approaches to a
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certain ﬁone in one patet are not appropriate for the approach to that
tone in aﬁother patet. Within one patet, some motifs are appropriate
only in the context of one style of drumming. Furthermore, witgin a
musical sentence, certain motifs &ay be appropriate only in some
rhythmic positions. Thus, there are musical manifestations of the
Javanese feeling that most behavior is not intrinsically right or wrong,
good or bad, but may be appropriate in some contexts and not in others.
Second, continuums, rather than dichotomies, characterize Javanese
world view, including their approach to music. I have suggested that
the patet concept may be understood as comntinuums, rather than a set of
rigid categories into which each composition may be neatly classified.
The evaluation of a gambang involves a series of gradations along a
continuum from 'insufficient' to 'very complete'--a binary division of
'complete or incomplete' being alien to the indigenous view. Verbali-
zation by informants suggests a continuum from maximum consonance to
maximum dissonance in intervallic relationships. Investigations of the
gambang part's relationship to the lagu, employing a ranking based on
this continuum, reveals patterns that would not emerge from investiga-
tion based on dichotomous categories such as 'consonant or dissonant’'.
Third, 'harmony' (in the sense of 'harmonious', not of chords) has
been identified as an important Javanese value, particularly harmony
with the self and harmony with others. A gambang performance that is
valued highly exhibits intrinsic logic (harmony with itself) and inte-
grative logic (harmony with other instrumental and vocal parts and with
the lagu). More specifically, harmony with the self is a prerequisite

for and contributes to harmony with others. Yet, harmony through rigid
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conformigy is not aesthetically desirable. The gambang part should not
adhere 'glavishly' to the lagu or to any instrumental or vocal part.

At the conceptual level, unity is highly valued to insure overall
harmony. At the manifest level, multiplicity--coordinate rather than
identical parts-—-is what pleases the listener and gives Javanese music
its sophistication. The multiplicity operates within a '"harmonious'
universe and should not be jarring, nor should it draw such attention
to one individual as to conflict with communal 'harmony'. Since the
gambang part is not predetermined by a composer, the player must under—
stand the composition to play a part appropriate to his own musical
sensibilities and to those of the players of other instruments. For the
gambang part to have intrinsic and integrative logic, the player must
be in harmony with himself and with the other players. Future study to
investigate the extent to which conceptualization is similar and mani--
festation is variable from one musician to another is of particular
importance.

In musico~-technical aspects of the gambang part; this study has
suggested that the horizontal, sequential organization of motifs combines
with patterns of progression in consonance-dissonance to contribute to
the overall logic of gamelan ensemble music.

Choice of motif finals in gambang playing follows conventions of
consonance~dissonance relationships between gambang and lagu. In this
study I have investigated the vertical, simultaneous relationship of
gambang and lagu tones. Future research is needed to evaluate to what
extent horizontal organization determines Qertical organization. 1

strongly suspect that neither one is clearly predominant, each depending
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somewhat‘on the other.

Choice of motif operates within a two dimensional framework, based
on the final tone of the motif (with modal restrictions) and on its
position within the 'musical sentence' (with rhythmic restrictions).
Malm has suggested that laws of progression in the nagauta tradition
of Japan function in a way comparable to Western chordal harmony in
providing "forward driving motion'" (1963:217). He stresses the'hori—
zontal organization, particularly of drum rhythms, in nagauta. I
propose that in Javanese music, at least in the gambang part and probably
in most of the other parts, both horizontal and vertical organization
combine to provide the "forward driving motion', although the vertical
element, in contrast to Western harmony, is not chordal. That a '"forward
driving motion' seems to be fundamental to three musics as diverse as
Western music, Japanese nagauta, and Javanese karawitan--but generated
differently in each--invites a study with broader scope designed to
discover to what extent it is found in other of the world's music and
by what means it is generated. The value placed on multiplicity at the
manifest level in Javanese music may arise partially from the musico-
technical 'need' for forward driving motion.

Above, I have offered a summary and proposed several topics for
future research; to draw conclusions at this point would be premature,
as the nature of this study is exploratory. My intention has been to
offer the reader a 'thorough introduction' to the gambang and its music.
In the course of this 'introduction' a number of questions about the
gambang and its musical and socio-cultural contexts have been raised.

With the recent popularity of Javanese gamelan music outside of Java
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and concinued performance and scholarly investigation by the Javanese,
the presént study has attempted to inform further those already in-
volved and to catalyze new interest. If the outsider is to condgct
further investigation, whether for insiders or outsiders to Javanese
culture, the music must be approached 'on its own terms'--requiring
participant observation and a conscious search for the concept behind
the manifest. This is a growing trend in the field of ethnomusicology,

and one which promises exciting and meaningful research in the future.
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APPENDIX A

GRAPHIC DISPLAY OF GAMBANG MOTIFS
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APPENDIX B

TABLES: DISPLAY OF ANALYTICAL DATA



Table 1: Total Melodic Ranges

Ketawang Puspawarna

Gending Gambir Sawit
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Ketawang Walagita

r.h. 2 to 2=5 keys 6 to 3=3 keys
Ir. Ses.
_____ 1.he)  _ _ _______|_.2tc2=5keys _ | §to 3=3 keys__
r.h. 3 to 6=7 keys 2 to 2=10 keys 3 to 5=6 keys
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r.h.| 3 to 5=11 keys 2 to 3=11 keys 3 to 5=11 keys
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r.h. 5 to 2=3 keys (only 1 key struck) 6 to 3=3 keys
Ir. Ses.
- _———- 1.h.) 3 to 2=3 keys _|(only 1 key struck) | § to_3=3 keys _
r.h. 2 to 2=35 keys 5 to 3=4 keys to 2=9 keys
Ir. I
—_——— - 1.h./ 2to 2=35keys _|_ 2to3=4keys _ | 3to 2=9 keys _
r.h, 2 to §=12 keys 5 to 5=10 keys 3 to 3=10 keys
Ir. II
_____ 1.h.|_ 2 to 5=12 keys | 3 to 6=11 keys | 3 to 3=10 keys
: r.h. 2 to 5=12 keys
Ir. III .
..... lhe | o e e me e e e e e mm =] 20 5512 keys
T.h. 2 to 5=12 keys
Ir. IV
..... LRl o e e e e e e e e e m L Z B0 512 keys
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Table 4-A: Non-Octave Playing in Ketawang Puspawarna

Ir. I

Ir. II

. o e e

Whole
Perf.

Gmb, Beat No. 1 2 3 4 5 o) 7 8 {Total
Rests in r.h. | no occurrenceg — = = = = = = = = 0
Rests in l.h. i 6 0 0 0 0 0 0 1
Non-oct. Int. 1 0] 0 0 1 0 0 0 2
Total 2 0 0 0 1 0 0O 0 3
- (Non=Oct. Play.)
Gmb. Beat No. 1 2 3 4 5 6 7 8 |Total
Rests in r.h. 3 0 0 0 0 0 0 0 3
Rests in l.h. 7 5 3 1 3 2 3 1 25
Non-oct. Int. | 23 0 0 1l 20 0 4 0 48
Total a3 5 3 2 23 2 7 1176
(Non-Oct. Play.)
Gmb. Beat No. 1 2 3 4 5 6 7 8 [Total
Rests in r.h. 3 0 Q 0 0 0 0 0 3
Rests in l.h. 8 5 3 1 3 2 3 1 26
Non—-oct. Int. | 24 0 0 1 21 0 4 0 50
Total 35 5 3 2 24 2 7 1 79

(Non-Oct. Play.)
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Table 4-B: Non-Octave Playing in Gending Gambir Sawit

Ir. Ses.

Ir. I

Ir. II

Ir. I1II

e s e 0

Whole
Perf.

(Non~-oct. Play.)

Gmb. Beat No. 1 2 3 4 5 6 7 8 [Total
Rests in r.h. 1 0 0 -0 0 0 0 0 1
Rests in 1l.h. 2 0 2 0 20 2 0 8
Non-oct. Int. NO OCCUXTYENCE = = = = = = w = = 0
Total 3 0 2 0 2 0 2 0 9
(Non-oct. Play.)
Gmb. Beat No. 1 2 3 4 5 6 7 8 [Total
Rests in r.h. 1 0 0 0 0 0 0 o0 1
- Rests in 1l.h. 3 2 1 0 0 1 o 0 7
Non-oct. Int. 7 0 1 0 6 0 2 0 16
Total 11 2 250 6 1 2 0 24
(Non-oct. Play.) :
Gmb. Beat No. 1 2 3 4 5 6 7 8 |Total
Rests in r.h. 9 1 2 0 240 1 0 15
Rests in 1l.h. 18 14 4 4 3 1 1 6 51
Non~oct. Int. 52 3 0 0 38 1 15 0 109
Total 79 18 6 4 43 2 17 6 175
(Non—oct. Play.)
Gmb. Beat No. 1 2 3 4 5 6 7 8 |Total
Rests in r.h. 9 0 2 2 5.4 3 0 25
Rests in 1.h. 22 7 0 9 6 2 & 17 67
Non-oct. Int. 70 0 18 7 88 2 20 0 214
Total 110 720 .18 99 8 27 17 306
(Non-oct. Play.)
Gmb. Beat No. 1 2 3 4 5 6 7 8 |Total
Rests in r.h. 20 1 4 2 7 4 4 0 42
Rests in 1.h. 45 23 7 13 11 4 7 23 133
Non-oct. Int. |138 3 19 7 132 3 37 0 339
Total 203 27 30 22 150 11 48 23 514
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Table 4-C: Non-Octave Playing in Ketawang Walagita

Ses.

Ir.

Ir. I

Ir. IT

Whole
Perf.

Gmb. Beat No. 1 2 3 4 5 6 7 8 |Total
Rests in r.h. | no occurrence = = = = = = = = = 0
Rests in l.h. § no ocourrancg = = = = = = = = = 0]
Non~oct. Imt. | no occurrence — =— = = = = = = = 0
Total 0 0 0 0 0 0 0 0 0]
(Non-oct. Play.)
Gmb. Beat No. 1 2 3 4 5 6 7 & [Total
Rests in r.h. | no . occurrence = — = = = = = = = 0
Rests in 1l.h. 1 0 0 0 0 0) 0 0 1
Non-oct. Int. | no occurrencg = — = = = = = = = 0
Total 1 ¢] 0 0 0 o0 @ 1
(Non-oct. Play.)
Gmb. Beat No. 1 2 3 4 5 ) 7 8 |Total
Rests in r.h. 1 1 1 0 1 1 0 0 5
Rests in l.h. 5 3 1 1 2 0 2 0 14
Non~oct. Int. | 13 0 5 2 10 1 5 Q 37
Total 19 4 7 313 2 8 0 56
(Non-oct. Play.)
Gmb. Beat No. | 1 2 3 4 5 6 7 8 |Total
Rests in r.h. 1 1 1 0 1 1 .0 -0 5
Rests in l.h. 6 3 1 1 2 0 2 0 15
Noan-oct. Int. |13 0 5 2 10 1 6 0 37
Total 20 4 7 3 .13 2 8 0 57

(Non-oct. Play.)
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Table 4~D: Non-Octave Playing in Ketawang Mijil Wedaring Tyas

(Non-oct. Play.)

Gmb. Beat No. 1 2 3 4 5 6 7 8 |{Total
Rests in r.h. NO OCCUrTEenCe = = = = = = = = = 0
-Ir. Ses. Rests in l.h. NO OCCUTITENCE = = = = = = = = = 0
: Non~oct. Int. NO OCCULYENnCe = = = = m™ — = — — 0
Total 0 0 0 0 0.0 O 0 0
(Non-oct. Play.)
Cmb. Beat No. 1 2 3 4 5 5 7 8 |Total
Rests in r.h. NO OCCUTITEeNCe = = = m = = = = = 0
Ir. I Rests in 1.h. 1 0 0.0 o0 0 O 1
Non-oct. Int. 0 0 0.0 0 0 1 0 1
Total 1 0 0 0 0.0 1 O 2
(Non-oct. Play.)
Gmb. Beat No. 1 2 3 4 5 6 7 8 |{Total
Rests in r.h. 0 1 0 0 10 0 0 2
Ir. II Rests in 1l.h. 8 10 0 3 1...0 1 1 24
Non-oct. Int. 21 0 4 1 310 6 0 63
Total 29 11 4 4 33 0 7 1 89
(Non~oct. Play.)
Gmb. Beat No. 1 2 3 4 5 6 7 8 {Total
. Rests in r.h. 0 1 0 0 1.0 0 0 2
Whole Rests in 1l.h. 9 10 0 3 1 0 1 1 25
Perf. Non-oct. Int. 21 0 4 1 31 0 7 0 64
Total 30 110 4 4 33 0 8 1 91
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Ir. Ses.

Ir. I.

Ir. 1T

Whole
Perf.

Table 4-E: Non-Octave Playing i

n Ladrang Sembawa

357

Gmb. Beat No. 1 2 3 4 5 6 7 8 [Total
Rests in r.h. NO OCCUrTENCe = = = = .= = = = = 0
Rests in 1l.h. NO OCCUITENCE = = = = = = = = = 0
Non-oct. Int. N0 OCCULTENCE = = = = = = = = = 0
Total 9 0 0 0 0 0 0 0 0
(Non-oct. Play.)
Gmb. Beat No. 1 2 3 4 5 6 7 8 |[Total
Rests in r.h. NO OCCULTENCE —~ = = = = = = = = 0
Rests in 1l.h. 1 0 19 10 0 0 3
Non-oct. Int. 0 0 0 0 1 0 0 0 1
Total 1 0 1 0 2 0 0 0 4
{(Non-oct. Play.)
Gmb. Beat No. 1 2 3 -4 5 6 7 8 |{Total
Rests in r.h. 5 1 0 0 1 0 0 0 7
Rests in 1.h. 9 5 1 2 6 3 4 0 30
Non-oct. Int. 45 3 6 1 33 Q0 44 1 133
Total 59 9 7 3 40 3 48 1 170
(Non~oct. Play.)
GCmb. Beat No. 1 2 3 4 S 6 7 8 [Total
Rests in r.h. 5 1 Q 0 1 0 0 0 7
Rests in 1l.h. 10 5 2 2 7 3 4 0 33
Non-oct. Int. 45 3 6 1 34 0 44 1 134
Total 60 9 8 3 42 3 48 1 174

(Non-oct. Play.)




Ir.

Ses.

Ir. I

I1

Ir.

Ir.

III

Ir. IV

Whele
Perf.

Table 4~F: Non-Octave Playing in Ladrang Pangkur

Gmb. Beat No. 1 2 3 4 5 6 7 8 Total
Rests in r.h. NO OCCUTTENCE = = = = = = = = = 0
Rests din 1.h. NO OCCUTITENCE = = = = = = = = = 0
Non-~-oct. Int. NO OCCUITEeNCe = = = = = — = —= = 0
Total 0O 0 0 0 0 o0 0 0 0
(Non—~oct. Play.)
Gmb. Beat No. 1 2 3 4 5 6 7 8 Total
Rests in r.h. N0 OCCUTTENCE = = = = = = = = = Q
Rests in 1l.h. 1l 0 0 0 i 0 a0 0 2
Non-oct. “Int. 0 0 0 0 0 0 1 0 1
Total i 0 00 1 0 1 0 3
(Non-oct. Play.)
Gmb. Beat No. 1 2 3 4 5 6 7 8 Total
Rests in r.h. 6 1 0 0 2 1 0 0 10
Rests in 1.h. 6 7 1 0 1 0 1 0 16
Non-oct. Int. 21 3 3 0 20 Q ' & 0 51
Total 33 11 4 0 23 1 5 0 77
(Non-oct. Play.)
Gmb. Beat No. 1 2 3 4 5 6 7 8 |Total
Rests in r.h. 6 2 2 0 2 3 0 1 16
Rests in 1l.h. 15 11 2 2 4 1l 3 6 44
Non-oct. Int. 38 0 5 3 44 1 14 0 105
Total 59 13 9 5 50 5 17 7 165
(Non-oct. Play.)
Gmb. Beat No. 1 2 3 4 5 6 7 8 Total
Rests in r.h. 8 0 1 1 11 0 1 1 23
Rests in 1.h. 10 4 3 1 1 3 3 2 27
Non-oct. Int. 44 0 10 10 37 1 8 1 111
Total 62 4 14 12 49 4 12 4 161
(Non-oct. Play.)
Cmb. Beat Wo. 1 2 3 4 5 6 7 8 |[Total
Rests in r.h. 20 3 3 1 15 4 1 2 49
Rests in l.h. 32 22 6 3 7 4 7 8 89
Non-gct. Int. |103 3 18 13 101 2 27 1 268
Total 1ss 28 27 17 123 10 35 11 406

{Non-oct. Play.)
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Table 5-A: Motif Final and Motif Low in
Ketawang Puspawarna (Sléndro patet Manyura)

(Predicted No. of Occur.| Low to Final
Degree of Degree of Degree of Irama (Distance
Motif Low) | Motif Final | Motif Low I{II{W.P. in Kevys)
6 11111 12
s 3 1 61 2 2
6 91 10
s 2 1 0 1 1
3 4 3
3 7
3 I3 13 7
2 0 1
2 2 2
2 5 s 0
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Table 5-B: Degree of Motif Low and Degree of
Motif Final in Gending Gambir Sawit (Sléndro patet Sanga)

(Predicted No. of Occur. Low to Final
Degree of Degree of | Degree of Irama (Distance
Motif Low) | Motif Final | Motif Low I{II| III | W.P. in Keys)
5 5120 401 65 3
6 0|10 71 17 2 (and 7)
s 2 2 L s
1 0 1
5 3121 22| 46 2
6 1{ 5 12 1
2 1 2 0] 3 11 4
1 0y O 3 5
2 21 9| 20¢ 31 3
2 6 5 0 1 6 1 (and 6)
65 ol O 1 1 5
2 2113)] 21} 36 2
5 2| 7| 17| 26 | 5
2 2 1 o] 3] 3 3
6 0| 2 0 4
1 0| 3 1 4 2
2 0| 4 0 4 1
L 3 5 0] 2 0 2 3
6 0| 1 0 1 4




Table 5-C: Motif Low and Motif Final in
Ketawang Walagita (Pélog patet Nem, 'Manyura' Type)

No. of Occur.

Low to Final

Degree of Degree of Irama (Distance
Motif Final | Motif Low TUII WP, in Kevys)
i 1 0 6 6

3 6 1 5 3

2 8 2

2 1 0 1 1

3 4 3

1 6 0 3 1

5 0 2 2

3 0 3 2

I3 6 3 5

1 2 4

S5 3 0] 2 2 1
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Table 5-D: Motif Final and Motif Low
Mijil Wedaring Tyas (Pélog patet Nem,

in Ketawang
'Sanga’ Type)

No. of Occur. | Low to Final
Degree of Degree of Irama (Distance
" Motif Final Motif Low I} I W.P. in Keys)
2 1) 7 8 2
5 0} 2 2 5
2 1 ol of 1 3
3 0 0 1 1 -
2 1 1
3
= 5 o} 1 1 4
5 o011} 11 3
2 6 3] 3 2
6 7 8 1
1 s 6| 6 2
2 10| 10 3
13 5 4 1
3 1 2
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Table 5-E: Motif Low and Motif Final in
Ladrang Sembawa (Pélog patet Lima)

No. of Occur.

Low to Fimal

Degree of Degree of Irama (Distance
Motif Final | Motif Low I}l I1l W.P. in Keys)

3 0 10 10 1
2 0 4 2

5

= 5 0 2 5
1 0 1 3
1 27 27 2

3 6 14 14 3
3 1 3 4 4
6 10 10 2

2 2 >
1 1
5 2133 35 2
3 0 5 5 3
6 0 2 2 1

i 2 0 1 1 4
1 0 1 1 5
3 0115 15 2
5 0111 11 1

6 2 0 5 3
1 0 4
6 0 1 5
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Table 5-F: Motif Low and Motif Final
in Ladrang Pangkur (P&log patet Barang)

No. of Occur.

Low to Final

Degree of Degree of Irama (Distance
Motif Final | Motrif Low I [IT {IIT IV |W.P, in Keys)
6 0114 25117 56 3
7 0} 0 2 3 5 2
3 2 0.0 1] 2 3 1
3 0} 0 2 1 3 5
S 010 1|10} 1 4 -
6 1| 4 18 |15 38 2
7 01l 4 1] 4 9 1
2 3 ool 4|1 4
2 o} 0 311 4 5
3 51 19 5 29 3
7 5 0 10, 5| 18 1 (and 6)
7 0] 0 1,0 1 5
3 115 8 71 21 2
6 6 1 4 3 5
2 o0 11{ 4 3
3 0 5 64 11 1
2 2 o|of o 3 2
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Table 6-A: Motif Final and Motif Type
in Ketawang Puspawarna

Most Frequent

Motif | Motif Type and No. of Occur. Motif Type in
Final Irama 1 Irama 1T Whole Perf.
3 — S3(x5) S3 (exclusive x5)
3 83 83(x6),52(x2}, S3(x7)
Ab(x2),Bd,Fd
3 —-— Gb(x3) Gb (exclusive x3)
3 — N2,Q1,Q2,52 (none more than x1)
2 s2 $2(x6),Gb $2(x7)
- -~ - - - s = ﬂ - —-— - my e  ewp ey emp GEy Wy W WE B SEE WS s e v A e
1 — $3,Q1 (none more than x1)
1 s3 $3(x4),Ge(x3), S$3(x5)
R1(x2),Fd
6 — S5(x7),I2(x2), S5(x7)
$2(x2),Gd,Ge,S3
6 — Ge(x4),G2(x2),s2 Ge(x4)
5 — Fd,Le,L4,52,W2 (none more than x1)
3 Fd Fd(x3) Fd (exclusive x4)
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Table 6-B: Motif Final and Motif Type

in Gending

Gambir Sawit

Most Frequent

366

Motif Motif Type and No. of Occur. Motif Type in
Final Irama I Irama IT Irama II1 Whole Perf.
. . $3(x12),M3(x3)
2 S5 $3(x3),85(x2) V5(x2),12,585,V3 | s3(x15)
S7 Q3 52
$3(x4),55 | $3(x14), IZ(x7) 83(x24) Bb(xl&)
2 M3,Bd 82(x3),55(x3) I2(x4),Fd(x3) S3(x42)
Fd(x3),Q3(x3) Ad (x2),Ga(x2)
Q1(x2),Gb,Ad Bd (x2),52, Kc
2 rd Fd (x3) ,Mc,Ge Fd (x4) Fd (x8)
. $2 (x4) ,Ge (x3)
1 —— Q1(x3),Q2,s4, Q1(x3),12(x2) Q1 (x6)
34 R2 D2 D1,L4, V2 V4
SZ(xlO),IZ(x&) SZ(xZB)
1 S2(x2),I2 | 82(x11),12(x8) | L4(x4),S5(x3)
Q1L Fd(x2),Q1(x2) Gb (x2),N4(x2)
V4,Fb Q1l(x2)
- owm mm e e s e e el wm ew. e wm e wm me el we . em ma wm me ew e ew pu e e e e o M e wm
6 $3(x4),Q3 $3(x9),Q1(x2) S3(x13)
—— Lc,Ge,Gb,Ql S5,R6,U3,I1,Lc
Pl
6 S3(x2),Fd | Fd(x3), 83(x3) $3(x10),Gb (x4) S3(x15)
Rl Ga(x2),Fd,Ql
S$5(x12),62(x6) $5(x19)
5 $5(x2),582 | 85(x5),82(x4) V5(x5),V3(x4)
Ge Ge(x3),53(x2) S2(x4),12,S83
S4(x2),L2(x2)
V5(x2),G2,Q3
3 Ge(x2) 821 Gb(x7),52(x5) Gb(x9) s2(x7), Gb(x16)
Fd(x3),Ge(x2) G2 (x3),Fd (x2)
12,G2
3 $2(x3),S4(x2) Fd(x2),Gb(x2) ¥Fd and S2(x4)
—— Fd(x2),J1(x2) s2
Q1,Q3,I1
3 |Fd(x2) Fd(x2) Fd Fd (exclusive x5)




Table 6~C: Motif Final and Motif Type
in Ketawang Walagita

\ s

Most Frequent
Motif Motif Types and No. of Occur. Motif Type in
Final Irama I Irama II Whole Perf.
3 —— Q3 Q3(only x1)
3 S3 82{x4),83(x3),12(x2) S2 (x4)
¥d,Gd4,Q3
-3 —— Fd,Gb Fd and Gb(only x1)
2 — $2(x2),P2,Ql S2(x2)
2 —— $2(x5) 52 (exclusive x5)
1 -— s2
1 S3 $3(x3),R1(x2),Fd $3(x3)
P1,S2
6 ———— $2(x3),85(x3),84,V4 82 and S5(x3)
6 — 8$2(x2),Fd,Gb,Ge §2(x2)
5 — Q1(x3),Fd,Gb,RL
5 Fd Fd (x2) Fd (exclusive x2)
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Table 6-D: Motif Type and Motif Final in
Ketawang Mijil Wedaring Tyas

Most Frequent

Motif Motif Types and No.. of Occur. Motif Type in
Final ' Irama I Irama II Whole Perf.
5 . —— M3 M3(only x1)
5 — $5(x2),6b,G2,12 S5(x2)
Ql,s2
5 s2 G2(x2) ,Ge,S2 G2 and S2(x2)
3 — sS4 S4(only x1)
3 — Fd,Gb,R1 Fd,Gb, and
Rl(only x1)
3 — Fd(x3),Gb Fd(x3)
2 —_— 12,03,52 12,Q3,S2(only x1)
2 - S3(x9),Fd(x2),Ad, S3(x9)
13,Q3
2 —— Fd (x3) Fd (exclusive x3)
i — $2(x4),QL,R1,R2 S2 (x4)
1l N1 Q1(x6),S52 Q1 (x6)
6 — S3(x4),Gb,Gd,12, S3(x4)
P1,Ql
6 — S$3(x6),Fd,I1,R1 53(x6)




Table 6-E: Motif Final and Motif Type in

Ladrang Sembawa

Most Frequent

Motif Motif Types and No. of Qccur. Motif Type in
Final Irama 1 Irama IT Whole Perf.
5 —— S3 S3(only x1)
5 — R1(x6),S2(x4),QL(x3) R1({x86)
S5(x2),Ge,N1
5 — Gb(x4),Fd,Ga Gb (x4)
3 sS4 I2(x17),583(x13),S2(x10) I2(x17)
Fd(x4),54(x3),Ge,Q3
2 — Q3(x3) ,12(x2),52(x2) Q3(x3)
I1,P2,Q2
2 — Fd (x4) ,W2(x4),Q1(x2) Fd and W2(x4)
i — S2(x6),Q3(x5) ,Fd (x4) $2(x6)
I2(x4),Q1(x2),54,85
1 S2(x2) I12(x16),Fd(x7),S2(x6) 12(x16)
L2
§2(x10),583(x5),Q1(x4)
6 — I12(x3),Q4(x3),Q2(x2) S2(x10)
R1(x2),Gb,Lec,54,85
6 e R1(x3),QL(x2) R1(x3)
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Table 6-F: Motif Final and Motif Type

in Ladrang Pangkur

Most Freq.
Motif Motif Types and No. of Occurrences Motif Type
Final Ir Ir. II Ir. I1I1 Ir. IV Whole Perf.
. ) S3(x9),Q3(x2) | S3(x6),Q3(x2)
3 - 1 M3,83 12,M3,82,54 M2,M3,Q1 S$3(x16)
SS V3 SS V3
$3(x7) 53(x8) Bb(x3) SB(KS) Bb(YZ)
— 1 Q3(x3) Ga(x3),Q3(x3) | S2(x2),Fd,Gd
3 Bd (x2) Ab(x2),Be(x2) |RL §3(x24)
Ga (x2) Bd,Db,Fd,Ql,
13(x2) | $5(x2)
3 -=- | Fd(x2) Gb(x2) Fd(x2) Fd (x4)
. S2(x6),I12(x4)
2 s2 s2 S2(x8),I12(x6) D1,H1,J4,Q1 S2(x16)
Rl SS W2
. 52(x3) LA(xZ) V2(x2) Gb,
2 —— QL (x4) N4 (x2),85(x2) Hb,Q1,82, S2(x7)
S2(x3) I2 S5,W2
§$3(x6),R1(x2) I1(x3),
7 —— I1 Gb,I3,QL,R3 Q3(x2) $3(x7)
‘ SS T3 06 Rl(xZ) 83
8$3(x5) SB(xlO) Rl(x3)
7 — Il Gb(x2),Ge(x2) 03,83 S$3(x16)
R1 11(x2),Ga,Gl
Ge (x4),S5(x2) $3(x3),55(x3)
6 ss G2 (x3) V5(x2),G2,Kb Gb (x2),Ge (x2) S5(x7)
S5 V3 I2(x2),52(x2)
K2 Lb Q3
6 I2 Ge (x2) S2(x6),Gb (x5) Fd(xZ) Gb 5$2(x9)
$2(x2),Gb | Ge(x3),Fd,I2 G2,82
P1(x2),Fb,Fd I1(x4),Fd(x3) I1(x5)
5 — I1,Lc,Ql s2(x2),F1,12
] —— Fd(x2} Fd(x3),Gb,R1 Fd,Il Fd (x6)
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"Table 7-A: Sentence Position of
Motif Types in Ketawang Puspawarna

Irama I
Pasition No.
1| 2 { 3 [ &
S2 | s3 | ¥a |  s3

(Variety Coefficient not computable)
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Irama II
Position No.

1 2 3 4 5 6 7 8
S3(x5) | Ge(x4) | S5(x5) 52 (x8) S3(x3) | Ge(x3) | Fd(x6) $3(x5)
12,R1 $2(x2) Gb,Gd Q1 Ge,Lc Ab (x2) Gb (x3) $2(x2)
s2,85 12,Q1 R1,S3 L4,N2 §3(x2) G2(x2)

S3 S5,W2 Bb,Q2
No. of Types/No. of Occur.
s/9 | s/9 | s/9 | 2/9 1 7/9 | s/e | 279 | 3/9
Variety Coefficient
.50 .50 .50 | .13 .7s ] .so | .13 | .25

Overall Variety Coefficient (Irama II):

34-8

338 " .41
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Table 7-B: Sentence Position of Motif Types
in Gending Gambir Sawit

Irama I
Position No.
1l 2 3 4
§$5(x2) Ge (x3) Fd (x4) S2(x3)
s3,M3 S3(x2) S5(x2) S$3(x2)
12 52,01 | Bd
No. of Types/No. of Occur.
- 4/5 | 4/7 | 3/7 | 2/6
Variety Coefficient
.75 .50 .33 | .20
. i . 13-4 _
Overall Variety Coefficient (Irama I): 25-% ° .43
Irama II
Position No.

1 2 3 4 5 6 7 8
12(x6) I12(x7) Fd(x7) S2(x7) S3(x3) QLl(x4) Fd(x1l) | S2(x14)
S3(x4) Q3(x4) Gb.(x3) S3(x6) Q1(x3) Gb (x3) Gb(x3) S3(x4)
S2(x2) | S3(x4) |S3(x3) |Ge(x5) | S4(x2) |Ge(x2) |sS5(x3) |G2
S4(x2) V5(x2) S5(x3) G2 S$5(x2) $2(x2) S3,R1
Ql(x2) s5,82 52,12 I12(x2) J1(x2)

L2(x2) Fb,Q3 s3,S4
i at Mc,R2 $5,Q3
Le,Va Ad,J4
Q2
No. of Types/No. of Occur.
7/19 6/19 | 6/18 | 4/19 | 12/19 | 11/19 | 5/19 | 3/19
Variety Coefficient
.33 28 | .29 | .17 | .61 | .s6 | .22 | .11
54-8 _

Overall Variety Coefficient (Irama II): .32

151~8
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Table 7-B: (Continued) Sentence Position of
" Motif Types in Gending Gambir Sawit

Irama IIT
Position Na.

1 2 3 . 4 5 6 7 8
S3(x12 | 12(x7) Gb(x7) $2(x12) | S3(x17)| B8b(x5) Fd (x10) | 83(x10)
S5(x4) S3(x6) Q1(x3) S3(x10) | §5(x3) S2(x5) Gb (%8) 32 (x5)
V5(x4) V3{x4) $5(x3) Ga,Lc Ge(x3) Ql(x53) Bb (x6) G2(x5)
12(x3) S2 (x4} Bb{(x2) | L4,M3 M3(x2) G2(x3) S5(x2) L4 (x3)
S2(x2) $5(x%2) Fd(x2) N4 D1,D2 Ga(x2) Bd S$5(x2)
L4,V2 Bb,G2 VS (x2) V3 Ad,Bd Gb,N4

R6,V5 Ad,Ga Fd,Gb
11,12 12,03
Ke,P1l $3,85
| U3, vs
No. of Types/No. of Occur.
7/27 9/27 | 14/27 7/27 7/28 13/28 | 5/27 | 7/27
Variety Coefficient
.23 | .31 | .s0 .23 .22 A6 ) s1s b .23
Overall Variety Coefficient (Irama III): 3%%{}% = .29



Table 7-C: Sentence Position of
Motif Types in Ketawang Walagita

, Irama I
Position No. 1 | 2 ] 3 l 4
S3 Fd ! S3
(Variety Coefficient not computable)
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Position Mo. Irama II
1| 2 3 A 5 6 7 8
82 (x2) $2(x2) Fd(x2) S2(x5) S5(x2) S2(x3) Fd(x5) S2(x6)
P1,R1 Ge,Ql Gb(x2) S3(x2) I2,P2 Q1(x2) Gb,R1 S3
S$3,54 Q3,83 Gd,R1 Q1,Q3 12,83
I S5 V4
No. of Types/No. of Occur. .
s/6 | s/6 | os/7o | 2/70 0 e/7 a7l 317 0 277
Variety Coefficient
.80 | .80 67 | .17 | .83 | .50 | .33l .17
. o 32-8
Overall Variety Coefficient (Irama II): S48 - .52
Table 7-D: Sentence Position of
Motif Types in Ketawang Mijil Wedaring Tyas
Irama 1
Position No. 1| 2| 3 | 4
-— -— | N1 | 82
(Variety Coefficient not computable)
Position Wo. Irama 11
1 2 3| 4 5 6 7 8
S3(x5) | QL(x4) Fd(x2) S3(x7) S3(x3) Ql(x5) Fd (x8) G2 (x3)
R1,S82 I2(x2) Gb (x2) S2(x2) 11,12 Ad M3 Gb(x1) S2(x3)
$4,85 Gb, Ge, R1(x2) P1,R2 Q3,82 $3(x3)
Q3 Gd,I3 52,85
S3
No. of Types/No. of Occur.
s/9 | s/9 | e/9 | 2/9 1 7/9 ] s/9 | 2/9 | 3/9
Variety Coefficients
50 1 .se | .63 | .13 | .75 | so | .13 | .25
Overall Variety Coefficient (Irama II): 32-‘2 = .42



Table 7-E: Sentence Position of
Motif Types in Ladrang Sembawa

Irama I

Position No.

1

2

3

l 4

s2

S4

|  s2

(Variety Coefficient not computable)
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Irama II
Position No.

1 2 3 4 5 6 7 8
I2(x17) | I2(x10) | Fd(x7) $2(x1l) | 82(x5) Q1l(x86) Fd(x13) | S2(x13)
S2(x4) Q3(x3) 12(x3) S3(x6) Q3 (x4) Go (x4) R1(x7) S3(x9)
S4 $3(x3) Ql(x4) I2(x5) 12 (x3) Q4(x3) W2 (x2) 12
W2 S2(x2) R1(x4) Q3 Q1l(x3) S2(x3) S5

) Ge, Il Gb,S3 S4(x3) Ge,I2
L.2,Q2 w2 Ga,N1 Le,Q2
SS P2,Q2 Q3,84
S5 S5
No. of Types/No. of Qccur.
4/23 | 9/23 7/23 4/23 10/23 | 11/23 | 4/23 | 3/23
Variety Coefficient
.14 .36 .27 .14 41 | .as ] 14 ] .09
52-8 _

Overall Variety Coefficient (Irama II):

184 -8

.25



Position No.

Table 7-F: Sentence Position of
Motif Types in Ladrang Pangkur

1

l

Irama I

2

!

3

|

4

S5

(Variety Coefficient not computable)

!

S2

|

I

I2
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Position No. Irama 11

1 2. | 3 A 5 6 7 8
S3(x4) G2(x2) Bd (x2) S3(x3) S3(x3) Q1 (x3) Fd(x4) S2 (x4)
11,13 Ga,Ge M3,R1 S2(x2) Q3(x2) Ga,Ge Gb,S5 S3(x2)

Q1,03 | s3 11,13 | G2

No. of Types/No. of Occur. -

3/6 | s/6 | ars | 275 | 4/7 1 a6 | 3/6 | 2/6
Variety Coefficient

4o o) .s0 ] .75l .25 ] .so ] 0} .40 | .20
Overall Variety Coefficient (Irama II): 2;::2 = 49
Position No. Irama III

1 2 3 4 5 6 7 8
S3(x6) S3(x6) Gb (:24) $2(x7) S3(x8) Ge (x6) Fd (x5) 52 (x9)
12(x5) Ge (x3) I1(x3) S3(x4) Q3(x2) Ga(x4) Gb(x5) S3(x5)
P1(x2) | I2(x3) | RL(x3) | Q3(x2) | S5(x2) | Bb(x3) | RI1(x4) | G1,L4
$5(x2) Ab(x2) $3(x3) I12,L4 Db,I3 Bd,Gb Be(x2) N4,S5
Gb,Q3 | $2,85 | Fb,Fd | N4,Q1 | Le,M3 | 62,91 | R3,S5
v5 v3,V5 Kb,Ql S5 S4,U6 s2,83 T3 ’

S5 V3

No. of Types/No. of Occur.

7/18 | 8/18 | 9/18 | 8/18 ] 9/19 ] 9719 | 7/19 ] 6/18
Variety Coefficient

.35 .41 Y N Y O R Y O s .29

63-8 _

Overall Variety Coefficient (Irama III):

147 -8

.40



377

Table 7-F: -(Continued) Sentence Position of
Motif Types in Ladrang Pangkur

Irama 1V
Position No.

1 2 3 4 5 | 6 7 8
S2(x2) S3(x4) §$3(x2) S2 (x2) Fd,Hl Fd,Gd Gb (2 52 (x5)
I1,Lb 12,K2 Fd,F1 s3¢x2) | J4,12 Ge,Hb R1(x2) | Q3
S5,V2 Gb,I2 G2,12 S3,92 11,53 11,55
No. of Types/Wo. of Occur.

s/6 | 3/6 | s/6 | 4/6 | e/6 | e/6 | a6 | 2/6
Variety Coefficient

.80 .40 80 | .60 | 1.0 | 1.0 | .e0 | .20

Irama IV (Continued)
Position No.

9 10 11 12 | 13 14 15 16
I1(x2) | Q3(x3) | Dl1,Fd S3(x2) | Bb,Fd QLl(x2) | Fd(x3) | Q3(x2)
S3(x2) | s3(x2) | R1,s2 Bb,12 Gb,M2 Fd,Il I1(x2) | S2(x2) .
12,W2 M3 S3,V3 Q1,S2 s2,s3 12,S5 S5,W2 Ge,S$3

S5
No. of Types/No. of Occur.

3/6 |° 3/6 | 6/6 | s/6 | e/6 | s/6 | 4/7 | 5/7
Variety Coefficient

.40 .40 1.0 ] .80 | 1.0 | .80 | .so | .67

72 -16 _

Overall Variety Coefficient (Irama IV):

98 - 16

.68



Table 8-A: Prominent Motif Types and Their
Uses in Ketawang Puspawarna
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Motif | Ir- . No. of ('Jccur.‘with Final No. of QOccur. in Positions.
Type jama i 3 3 312 2{1 1{6 6|5 5 1 2 .3 4|15 6.7 8
s3 I 1 1 1 1

II .5 6 1 411 5.1 1 3 2 5
s2 I 1 1

II 2 l1 6 2 1)1 12 8 2
Ce I | no occurrence |- - o4 = - - - - T

I 3|11 4 4 1 3

I 1 1
Fd | 11 1 1 1 3 6
S5 I | no occurrence | = — = = = o = = e - - wal-

II 7 1 S 1
Gb I | no occurrence | = = = = = o = = == == - - =

11 3 1l 1 3

I {no occurrence | = = o = « 4 o c e - - --
Ab I1 2 2

I | no occurrence | = = o = = 4 = « Al e 0 == -
G2 1 2 )
12 I |no occurrence | = = 4 = = o = =« = o " - - -

11 2 1 1

1 I | no occurrence | = = o = = d = = dlm v - == -

Q I1 1 1 1 1

I | no occurrence | - - SRCIPIN EVER S | F R I
RL g 2 1 1




Table 8~B: Prominent Motif Types and Their
Uses in Gending Gambir Sawit
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Motif | Ir-| VNo. of Occur. with Final No. of Occur. in Positions
Type ama |2 2 2]1 1|6 &15 513 3 12 3 475 6. 7 8
I 4 ' 2 1 2 3
s3 IT .3 14 4 312 4 43 6|3 1 1 4
IIT 12 24 9 10 12 6 1017 1 10
I 2 I 1 1 3
s2 II 3 11 4 513 2.1 7 2 14
ITT {1 1 {4 23 9 131 4 2 4 12 5 5
I 1 1 2 4
Fd I1I 3 3 2 3 312 2 7 11
11T 3 4 1 213 1 2 1 10
I/11 1 2 2 2
S5 IT|12 3 5 1 3 2 1 3
I7JI | 1 311 12 4 2 3 31 2 2
I 1 1
12 1T 7 8 1 6 7 1 2
IIZT (1 4 2 4 1 3 7 1 1
I! no occurrence | = - 4 = = = == s S - -
Gb 1T 1 1 7 3 3 3
I1T 2 4 91 2 7 1- 8 1
I 1 1
Q1 II 2 3 241 1 2 3 4
II1 3 212 1 3 5
I | no cccurrence | = = oA = = o = = A= = = = - -
Bb II | no occurrence | = = o = = o = = A= = = - - =
111 14 1 2 5 6
I 1 2 3
Ge 11 1 1 3 2 5 2
I11 3 3
I no occurrence | = = = = = = mim dHlw e = te - -
G2 O IT 1 1 1 1
111 6 3 1 3 5
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Table 8-C: Prominent Motif Types and Their
Uses in Ketawang Walagita

Motif | Ir~ . No. of Occur. with Final No. of QOccur. in Positions
Type ama {3 3 34221 116 6|5 5 1 2 3 445 67 8
52 I | no occurrence | = = - =~ = o = = A= .- - - -
: II 4 2 571 13 2 2 2 5 3 6
I 1 1
Fd 11 1 1 1 111 2 2 5
s3 I 1 1 1 1
II 3 3 11 2 1 1
Q1 I lno occurrence | = = = = = = =« « Gl = - - - -
IT 1 3 1 1 2
cb T I NO OCCUTTENCE | = = = = = =f = w ;e - - -
II 1 111 2 1
I |nooccurrence | = = = = = = - =l - - _——— -
RL |11 2 1 1 1 1
S5 I | no occurrence | = = = = = 4 = = = = - - - -
11 3 1 2
I | no ocouUrTeNCe | = = = = = o = - oo -—— - - -
12 11 2 1 1
Q3 I |l no occurrence | = = o = = o = = Ao = --——- -
IT |11 1 1 1
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Table 8~D: Prominent Motif Types and Their
Uses in Ketawang Mijil Wedaring Tyas

Motif | Ir-;  No. of Oceur. with Final iNo. of Occur. in Positions
Type amat2 2 2|1 1}6 S 543 1 2 3 415 6 7 8
s3 I | no occurrence | - FEN U G UN | [,

II 9 A 5 1 713 3
Fd I | no occurrence | ~ DU U | ot

II 2 3 1 2 8
QL I | no occurrence | - U |

11 1 611 1 4 6
s2 I 1 1

IT |1 4 1 1 1 1 211 1 3

T no occurrence | - S U U
&b 1T 1 1 1 2

I | no occurrence | - P | R UG
G2 1 19 3
12 I | no occurrence | - B G | e,

IT |1 1 1 2 1

I | no occurrence | — SRR N | I P
R1 11 1 1l 1 2
Q3 I | no occurrence | - R s | I,

IT {1 1 1l 1
S5 I | no occurrence | - JEN U UGN | [

II 2 1 1




Uses in Ladrang Sembawa
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Table 8~E: Prominent Motif Types and Their

Motif | Ir- _ No. of Occpr. wigh Final No. of Occur. in Positions
Type jama |5 S5 51312 2|1 1|6 6 1 2 3 415 6 7 8
12 I | no occurrence = = = = = |
II 17 | 2 4 16 3 1710 5 5;3 1 1
s2 1 2 1 1
11 4 10 2 6 610 4 2 1115 3 13
I:‘d I | no occurrence = = - = - |
: II 14 414 7 7 13
s3 I | no occurrence = o = = 4 = = d}= = = = - =
I1 |1 13 5 3 1 &6 9
Q1 I | no occurrence ~ - = - - B |
11 3 212 4 2 4 3 6
I |no occurrence = — = = o = = dfle . - - - -
RL g 6 2 3 4 7
Q3 1 | no occurrence = = = = o -~ - Al - - - - -
II 13 5 3 114 1
1 1l 1
$4 | 11 3 1 1 1 301
I | no occurrence = = -~ = =4 = = A= - - -« « «
Gb 11 4 1 1 4







Table 9-A: Intervals Between Lagu and Gambang

Lagu Beat No.

(in keys) in Ketawang Puspawarna

384

1 ! 2 3 4 5 6 7 8
Irama I
0 g 0 0 -1 -3 -3 0(x2)
Irama 11
0(x7) 0(x5) +3(x3) 0(x8) -1(x2) 0(x7) | =4(x5) 0(x9)
+3 -3(x4) 0(x2) +1 +1(x2) +1(x2) ~3(x4)
+4 +4 (%2) +5(x2)
-3 0
-1 +2
+3
Whole Performance
0(x8) 0(x6) 0(x3) 0(x9) -1(x3) 0(x7) -4(x5) 0(x1D)
+3 ~3(x4) +3(x3) +1 +1(x2) +1(x2) ~3{x5)
+4 +4(x2) +5(x2) =3
-3 0
-1 +2

+3




Table 9-B: Intervals Between Lagu and Gambang
(in keys) in Gending Gambir Sawit

Lagu Beat No.
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1| 2 3 A 5 6 7 8
Irama Seseg
0x2) | ogx2y | 0 0 0 o 0 0(x2)
Irama I
-2(x2) 0(x3) -2(x3) 8(x5) -2(x2) -3(x4) ~3(x3) 0(x6)
-5 - -3 ~3 -3(x2) ~1{x2} +1(x2) 0(x2)
-1 +2 -1 0(x2) 0 -1
0 +1 +4
+2
Irama II
0(x16) 0(x16)| =3(x7) 0(x16) 0(x9) 0(x1l4)| -3(x1l) 0(x19)
-2(x3) +3(x2) 0(x3) -5(x3) +2(x4) -3(x3) +2(x3)
-3 +5(x3) +1(x3) =4 -2(x2>
-5(x2) -4 -1 -4
+1(x2) -1 - 0
-4 +4 +1
Irama IIT
0(x12) 0(x19)| -3(x9) 0(x19)| -1(x7) 0(x18)i -3(x18) 0(x27)
+1(x6) +3(x5) -2(x6) -3(x5) +2(x7) +1(x6) +1(x7)
+2 (x4) +5(x3) 0(x3) +1(x2) 0(x6) -4(%x2) +2(x2)
~-1(x3) +5(x3) +2 -2(x4) -1(x2)
-3(x2) +1(x2) +3(x2)
+2(x2) +4(x2)
+4 (x2)
Whole Performance
0(x31) 0(x40){ -3(x17) 0(x41) 0(x18) 0(x34)| -3(x32) 0(x54)
+1(x6) +3(x7) -2(x9) -3(x7) +2(x11)| +1(x8) +1(x8)
-2(x5) +5(x3) | 0(x7) -5(x3) -1(x10)| =3(x7) +2(x5)
+2(x4) -3(x2) +5(x6) | +1(x2) -2(x86) -4(x3) 0(x4)
-1(x4) +2 +1(x5) +2 +4(x4) -1(x3) -2(x2)
=-3(x2) +2(x3) +1(x3) -4
=5 =5(x2) +3(x2) -1
+4(x2) -4
=4

-1
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Table 9-C: Intervals Between Lagu and Gambang
(in keys) in Ketawang Walagita

Lagu Beat No.

1| 2 | 3 ] 4 | 5 | 6 | 7 ] 8
Irama Seseg
0 0 0 0 0
Irama I ’
-1 ] 0 -1 -3 -5 0
Irama II
0(x5) 0(x5) -3(x3) 0(x7) O(x4) 0(x6) -3 (x4) 0(x7)
-3 -3 -2 +2(x2) +2 =4(x2)
-1 +4 0
0
+1
Whole Performance
0(x6) 0(x7) ~3(x3) 0(x8) 0(x4) 0(x6) ~3(x4) 0(x9)
-3 -3 0(x2) +2(x2) -3 -4 (x2)
-1 -2 -1 +2 -5
-1 +4 0
+1
Table 9-D: Intervals Between Lagu and Gambang
(in keys) in Ketawang Mijil Wedaring Tyas
Lagu Beat No.
1 | 2 ! 3 | 4 | 5 | 6 | 7 | 8
Irama Seseg
0 0 0 0 0
Irama 1
0 0 0
Irama 11
0(x8) 0(x8) 0(x4) 0(x9) 0(x4) 0(x7) | -3(x8) 0(x10)
+3 -3 -3(x2) +2(x2) +2 -1
=-1(x2) -2 +5
=4 -1
+1
Whole Performance
0(x9) 0{x9) a{x5) 0{x10) 0{x5) 0(x8) -3(x8) 0(x1l)
+3 -3 ~3(x2} +2{x2) +2 -1
=1{x2y -2 +5 0
-4 -1
+1




Table 9-E: Intervals Between Lagu and Gambang
(in keys) in Ladrang Sembawa

Lagu Beat No.
T | o2 ! 3}V & 1 s 1 6 | 7 | 8

Irama Seseg

o [ o ¢ v ] 0
Irama 1
o | o [ o 1 o | o | o
Irama II
0(x19) 0(x21) 0(x10) 0(x23) 0(x1l) 0(x17) | -3(x15) 0(x23)
~-1(x3) | +2(x2) =3(x7) +2 (x5) ~2(x4) ~-2(x3)
-2 -1(x3) +1(x3) +1(x2) ~-1(x2)
+1(x3) -1(x2) 0(x2)
+4(x2) +2

Whole Performance
0(x20) 0(x22) 0(x1l) 0(x24) 0(x12) 0(x18) | -3(x15) 0(x24)

-1(x3) +2(x2) -3(x7) +2(x5) -2(x%4) -2(x3)
-2 -1(x3) +1(x3) +1(x2) 0(x3)
+1(x3) -1(x2) -1(x2)

+4(x2) +2

387



Table 9-F: Intervals Between Lagu and Gambang
‘ (in keys) in Ladrang Pangkur

388

Lagu Beat No.
1 l 2 l 3 4 5 6 7 8
Irama Seseg
0 -0 0 0 0 0
Irama 1
-4 0 | 0 0 0 -3 0
Irama IT
0(x4) 0(x4) +1(x2) 0(x5) 0(x3) 0(x5) -3(x3) 0(x6)
-2 ~5(x2) -2 +2(x2) +5 +2
+3 0 +1
+2 +3
Irama III
0(x10) 0(x16) | -2(x8) 0(x18) 0(x6) 0(x17) | -3(x9) 0(x18)
-5(x%2) -2(x2) -1(x4) +3(x4) -2 0(x4)
+1(x2) 0(x4) +5(x4) -1 +1(x3)
-3 -3 +2(x2) =4 (x2)
-2 +2 -3 +4
-1 -2
+3 +1
Irama IV
0(x5) 0(x6) -3(x4) 0(x6) 0(x4) 0(x6) -3(x2) 0(x7)
+3 0(x2) +2 +1(x2)
+3 0
+2
Whole Performance
0(x20) 0(x28) | =2(x9) 0(x31) 0(x14) 0(x29) | =3(x17) 0(x33)
+3(x3) | -5(x2) 0(x9) +3(x6) | -2 0(x5)
~5(x2) -2(x2) ~3(x5) +2(x%5) -1 +1(x5)
-2(x2) -1(x4) +5(x4) +5 ~4(x2)
+1(x2) +1(x2) +1(x2) +2(x2)
-4 +2(x%2) -3 +4
-3 -2
-1
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Table 10-A: Consonance-Dissonance Between Lagu and
Gambang in Ketawang Puspawarna

Lagu Beat No. 1 | 2 | 3 | &4 | s 1 & | 7 |8

Irama I

Sum of Rankings/ ~7 .
No. of Occur. 0/1 jo/1 | o/1 0/1 4/1 | 2/1 2/1 10/2

;
Cons-Diss. Coeff. 0 0 0 O 4 1 2 2 0

Irama II

Sum of Rankings/
No. of Occur. 5/9 8/9 18/9 4/9 19/9 8/9 23/9 |0/9

Cons-Diss. Coeff. .56 .89 2.00 N3/ 2.11 .89 2.56] C

Whole Performance

Sum or Rankings/
No. of Occur. s/10 | 8/101 18/10 | 4/10 | 23/1c}10/10 | 25/10{0/11

Cons-Diss. Coeff. .50 .80 1.80 40 2.301 1.00 2.501 O
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Table 10-B: Consonance-Dissonance Between Lagu and
Gambang in Gending Gambir Sawit

Lagu Beat No. 1 | 2 | 3 | 4 | s | s | 7 18

Irama Seseg

Sum of Rankings/
No. of Occur. o/2 | o/2 | o/1]o/1] o/r] o/r| o/1lo/2

Cons~Diss. Coeff. 0 0 0 0 0 0 0 0

Irama I

Sum of Rankings/ .
No. of Ocecur. 11/5 | 5/5 | 22/7 | 4/7 | 17/7 |16/7 | 10/6 |0/6

Cons-Diss. Coeff. 2.20{-1.00 3.14 .57 2.431 2.29 1.671 0

Irama II

Sum of Rankings/
. No. of Occur. 9/19{ 6/19{ 30/18] 3/19| 34/19{13/19| 44/19{0/19

Cons=Diss. Coeff. Y .32 1.67 .16 1.79 .68 2.311 O

Irama III

Sum of Rankings/
No. of Occur. 52/27113/27) se/27(21/27] 78/28|38/28] 70/2710/27

Cons-Diss. Coeff. 1.93 .48 2.19 .78 2.54] -1.37 2.591 0

Whole Performance

Sum of Rankings/ .
No. of Occur. 72/53124/53 111/53I28/54 122/55|67/55|124/53]0/54

Cons.-Diss. Coeff. 1.36 .45 2.090 .52 2.22) 1.22 2.341 O
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Table 10-C: Consonance-Dissonance Between Lagu and

Lagu Beat No.

Irama Seseg
Sum of Rankings/
No. ¢f Qccur.
 Cons-Diss. Coeff.

Irama I
Sum of Rankings/
No. of Occur.
Cons-Diss. Coeff.

Irama II
Sum of Rankings/
No. of Occur.
Cons-Diss. Coeff.

Whole Performance
Sum of Rankings/
. No. of Occur.
Cons-Diss. Coeff.

Gambang in Ketawang Walagita

1 ] 20V 31 4]l s | 6 1 7 | 8
0/1 ] o/1 ] o/1 ] o/1 0/1

) 0 0 0 0
4/1 | o/1 /1| 2/1 ] 171 ] o/1

4 1 4 2 1 0

2/6 | 2/6 {17/7 | 0/7 | 9/7 | 3/7 |[14/7 | 0/7

.33 .33 2.43 0 1.29 L4301 2.0 0

6/8 | 2/8 |17/8 | 0/8 |13/8 | 5/8 {15/8 | 0/%

.75 .25) °2.131 -0 1.63 .631°1.88] O




Table 10-D: Consonance~Dissonance Between Lagu and
Gambang in Ketawang Mijil Wedaring Tyas

Lagu Beat No.

Irama Seseg
Sum of Rankings/
No. of Occur.
Cons~Diss. Coeff.

Irama I
Sum of Rankings/
No. of Occur.
Cons-Diss. Coeff.

Irama II1
Sum of Rankings/
.~ No. of Occur.
Cons-Diss. Coeff.

Whole Performance
Sum of Rankings/
No. of Occur.

Cons-Diss. Coeff.

1 | 2 | 3 | 4 | 5 | 6 | 7 | 8
0/1 ] 0/1 ] o/1 | o/1 0/1
0 0 0 0 0

0o/1 | o/1 | o/1
0 0 0
2/9 | 2/9 |15/9 | 0o/9 |17/9 | 4/9 |20/9 | 0/10
.22 .22] 1.671 O 1.89] .44] 2.221 O
2/10( 2/10{15/10}( 0/10}17/10] &/1i0}20/10] 0O/11
.20 .20! 1.50] © 1.70] .40l 2.00] O
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Table 10-E: Consonance-Dissonance Between Lagu and
Gambang in Ladrang Sembawa

Lagu Beat No.

Irama Seseg
Sum of Rankings
No. of Occur.
Cons-Diss. Coeff.

Irama I
Sum of Rankings/
No. of*Occur.
Cons-Diss. Coeff.

Irama II
Sum of Rankings/
No. of Occur.
Cons~Diss. Coeff.

Whole Performance
Sum of Rankings/
No. of Occur.

Cons-Diss. Coeff.
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1 ] 2] 3| 4 1 s |1 6 1 71 8
o/1 | o/1 0/1
0 0 0

o/t ] o/r | o/t | o/r | o/L | o/1
0 0 0 0 0 0

15/23| 6/23|38/23] 0/23]41/23]20/23|50/23| 0/23
65| .26] 1.65] 0 1.781 .87) 2.171 0

15/24| 6/24138/24] 0/24|41/24|20/24]50/24] 0/25
63| .25] 1.581 0 1.71] .83] 2.08]_ 0




Table 10-F: Consonance-Dissonance Between Lagu and
Gambang in Ladrang. Pangkur

Lagu Beat No. 1 | 2 | 3 | & | s | 6 1 7 | 8

Irama Seseg
Sum of Rankings/

No. of Occur. 0/1 | o/1 | o/1 | 0/1 | 0/1 0/1

Cons-Diss. Coeff. 0 0 0 0 0 0
Irama I

Sum of Rankings/

No. of Occur. 3/1 [ o/ | o/1|o/1 0/1 ] 2/1 ] o

Cons-Diss. Coeff. 3.0 0 0 0 0 5.0

Irama 11

Sum of Rankings/
No. of Occur. 5/6 2/6 114/5 0/5 |12/7 1/6 {13/6 0/6

Cons-Diss. Coeff. .83 .331 2.80 0 1.71 L1744 2017 0

Irama III

Sum of Rankings/ -
No. of Occur. 21/18| 6/18{45/18( 0/1827/19| 7/19{3¢/19| 0/18

Cons-Diss., Coeff. 1.17 .33} 2.50 0 1.42 371 2.05 0

Iraﬁa v

Sum of Rankings/
No. of Ocecur. 2/6 0/6 8/6 0/6 5/6 0/6 |15/6 0/7

Cons-Diss. Coeff. .33] 0O 1.33 0 .83 0 2.50 0

Whole Performance

Sum of Rankings/ n . :
No. of Oceur. 31/32| 8/32|67/31| 0/31|44/33| 8/32{69/32| 0/33

Cons-Diss. Coeff. .97 .251 2,161 0 1.33 .251 2.16 0
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alus
alusan
ancer

angklung

apik

arang

asing

balungan

balungan beat

bambu
banget

bantalan

banyunili

barang

barang miring

barléyan

barung
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APPENDIX C

GLOSSARY

rafined

'soft' playing (Jogjanese)

lit. 'mark’, 'marker’: metal pin for gambang keys

1. shaken bamboo idiophone

2. style of gambang playing: only on the off-beats
of the density referent (alternate DR beats)

good

far apart

foreign

1it. 'frame', 'skeleton': single-octave melodic
outline played by slentem, demung, and saron
barung

conceptualized pulse, usually manifested on balungan
instruments (slentem, demung, and saron barung)

bamboo

very

lit. 'pillow-like': soft cloth or twine strip on
which gambang keys rest (=kasuran)

lit. 'flowing water': style of gambang playing:
continuous motion in both lefr- and right-hand
parts

1. pitch degree in Sléndro (=1) and Pélog (=7) (l.c.)

2. subdivision of Pélog tuning system (cap.)
3., Pélog patet (cap.)

Pélog intervals in rebab or vocal parts in Sléndro
composition

1it. "diamond': Jogjanese variant of "berléan'(?)

sec 'bonan baru'..f_;" also sce "’i!l‘xdr_‘x, b:xrun." and
ts 3 o [l
'saron barunc”
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batangan
batik

bedayan

bedug
bekel
beksan

bem

bénda

bentuk

berléan

blebed

bonang

bonang barung
bonang panembung

bonang panerus

bonangan

Bondet

buka

bumbung
celempung
ctnglok

ciblon
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middle~sized kendang (=kendang ciblon)
process. for dyeing cloth

performance style in which vocal part is sung by
chorus of men and women combined

double-~headed tacked drum
court rank
dance (not in context of a drama)

1. pitch degree in Pélog (=1) (l.c.)
2. subdivision of Pélog tuning system (cap.)

1. type of tree
2. wooden disc of gambang beater (?)

lit. 'form', 'shape': macro-structure

type of wood used for gambang keys

soft padding around wooden disc of gambang
{(and gendgr) beaters

1. set of 10, 12, or 14 small kettle-gongs arranged
in two rows: a gamelan instrument type

2. see 'bonang barung'

middle-register bonang

lowest~register bonang

highest-register bonang

"loud' playing (Solonese)

gending normally classified Sléndro patet Nem
(Jogjakarta) and Sléndro patet Sanga (Surakarta)

1it. 'introduction': solo instrumental or vocal
introduction

tubular resonator for gender key
large zither, with 22-26 strings
melodic formula

middle-sized kendang (=kendang ciblon)



cilik
cocog
colotomic
structure
cukupan
cungklik
dempling
demung

density
referent {(DR)

encmy
(pitch degree)

engkuk-kemong

gabbang

gambang

gambang beat

gambang gangsa

gambang kayu
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1it., 'little': high register (=nduwur)

(adj.) appropriate, suitable, in agreement
v.) to agree, to fit

regular recurring pattern of punctuation
(manifested by certain instruments sounding
at certain nmusical points)
sufficient, acceptable
kind of Balinese x=ylophone
gambang gangsa (Sundanese) (=kedempling)
see 'saron demung'
the fastest pulse: conceptual construct, usually
manifested (in 'soft' playing on gawbang, gendar
panerus, and celumpung and in 'loud' playing on
banang panerus)
not yet

pitch degree in Sléndrc (=3) and Pélog (=3)

puppetecer for wayang kulit and wayang golek
(also, singer/narrator for wayang wong)

by onesélf, alone

the pitch degrece most avoided and least featured
in a given patet

set of two kettle-~gongs used only for Sléndro

kind of xylophone of Sulu Archipelago, Southern
Philippines

1. multi-octave xylophone (=gambang kayu)

2. instrument consisting of 10 or more keys resting
over trough resonator and held in place by
metal pins: a gamelan instrument type

single pulse manifested on the gambang: usually same
as density referent (DR)

1it. ‘bronze gambang': multi-octave metal-keyed
instrument (rare)

1it. 'wood gambang': complete name for (Javancse)
'gambang', q.v.



gambang selukat
gambir

Gambir Sawit
gamelan

gandrung

gantungan
garan
garantang

garapan

garapan
instruments

gatra
gayor
gedé
gembira

gembyang

gendar

gender barung

gend@r panembung

gender panerus

gending
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see 'selukat'

plant with betel lea§es

name of gending (in this study, Corpus II)
set of predominantly percussion instruments

lit. 'dragonfly'; 'passionately in love': name
of gamelan at University of Hawaii Music Department

pencon suspended vertically

gambang beater stem, usually of water buffalo horn
gambang (ancient Javanese)

1lit. 'workmanship', 'treatment': treatment of the
lagu, especially by rebab, gambang, and gendé;

(barung), but alsc by vocal parts

rebab, gambang, and gendegr (barung)

(musical) measure: four lagu beats

large wooden frame for gantungan instruments
lit. 'big', 'large': low register (=ngisor)
happy

interval of five keys (i.e., four keys between
those sounded) = octave

1. set of 6-15 thin metal kevs suspended over
individual resonators: a gamelan instrument type

2. see 'gend&r barung'

middle~register gendér

gendgér with largest keys, a balungan instrument

(=slengem)

highest-register gendar

1. Javanese orchestral composition (l.c.)

2. orchestral compeosition with 16 or more balungan
beats per kenonran (cap.)

3. see 'kendang gending'



Gending
Ketuk 2 Kerep,
Ndawah Ketuk 4

gérong
geter
gita

glebeg

gong

gong ageng

gong kemodong

gong suwukan

gongan

'~ grantang
grobog
grobogan

grontolan

gulu

Guntur Sari

harmonis

irama
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formal structure characterized by four kenongans

per gongan and 16 balungan beats per kenongan.
First section (mérong) = 2 ketuk strokes per
kenongan; second section (ndawah) = 4 keguk strokes
per kenongan

male chorus

gambang technique: ricochet

song

style of gambang playing: damping (stopping) keys

vith left hand and (?) with beater held in right
hand

*
short for gong ageng
lit. ‘'great gong': largest and lowest-register

gantungan instrument; functions in colotomic
structure

instrument with two low-pitched metal keys suspended
over a wooden box

see 'siyenm'

section of composition marked off by sounding of
gong ageng (or siyem)

kind of Balinese xylophone
large storage box
wooden trough resonator made from planks

1it. 'like kernels of corn': style of gambang
playing: frequent use of geter

pitch degree in Sléndro (=2) and Pélog (=2)

lit. 'Thunder of Flowers', 'Thunder of Essence':

name of one gamelan in the Jogjakarta palace

lit. "harmonious': (musically) together, tight;
consonant

micro-subdivision: rhythmic relationship between
balungan beat and parts which subaivide it



isén-isén

isih
Jangkung Kuning

janturan

jatdi

Jogja

Jogjakarta

Kagok Respati
kalimat lagu

karawitan
kasar

kasuran

kawat

kebukan

kedempling

kembyung
kempul

kempyang

kempyung
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1it. 'having the nature of "filling in"':
instruments whose parts are low~level prescription
and subdivide balungan beat

still, even now

name of gending in Pélog patet Barang

1lit. ‘hanging': performance style in which balungan
is not played

type of wood used for gambang keys

variant of Jogjakarta; 'Jogjanese' = usual
adjectival form in English

city and court center in central Java

name of gending classified Pélog patet Nem, but
with modulation to Pélog patet Barang

musical sentence: consists of 2 gatras
(=8 lagu beats)

Javanese gamelan music
coarse, rough

lit. ‘mattress-like': soft cloth or twine strip
on which gambang keys rest (=bantalan)

1it, 'string': stringed instruments

lit. 'that which is hit lightly': drums
(membranophones)

see 'dempling'

interval of two or four keys (i.e., one key or
three keys between those sounded)

smallest and highest-register gantungan instrument;
functions in colotomic structure

1. set of two kettle-gongs, used only for Pélog

2. interval of one key (i.e., two adjacent keys
sounded)

interval of three keys {(l.o., two keys between
those sounded)
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kendang double-headed laced drums: a gamelan instrument
type '

ken@ang ciblon niddle-sized kendang

kendang gending largest kendang
kendang ketipung smallest kendang
kenong largest of the kettle-gong instruments; functions

kenongan

kepatihan
kepénak

kerep

Ketawang

ketipung
ketoprak
ketuk
klanté

klenéngan

krama
kraton

kroncong

kurang

kyai

Ladrang

in colotomic structure

section of composition marked off by sounding
of kenong

cipher notation system
comfortable, pleasant

lit. 'close together': see 'Gending Ketuk 2 Kerep
Ndawah Ketuk 4'

formal structure characterized by 2 kenongans
per gongan

smallest kendang (=kendang ketipung)

type of non-dance drama

small kettle-gong; functions in colotomic structure

string for hanging gantungan instruments

1. 'soft' playing (Solonese)
2. informal gamelan concert (Solonese)

polite Javanese language level
palace

indigenocus folk music, with acculturated
Portuguese influence T e

" not enough, not so --

-

1it. 'teacher': used to address Islamic religious
leaders and venerated obiects, including some
gamelans

formal structure characterized by 4 kenongans per
gongan, with 8 balungan beats per Kkenongan
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lagu 1lit. 'song', 'melody': multi-octave conceptualized
melody - :
lagu beat conceptualized pulse: 2 density referent (DR) beats

in irama seseg, 4 DR beats in irama I, 8 DR beats
in iramas IT and ITI, and 16 DR beats in irama IV

lamba non-mulur section of gending in Ladrang form which

lavas

let

lima

'loud' playing

luhur

Manyura

Mega Mendung

* membuat

mérong

mijil

Mijil Wedaring
Tyas

minggah

minir

mulur

naga

~
9]

nang

has a mulur section
old (of things)

lit. 'distance’: number of keys between two keys
sounded as an interval

1. pitch ' degree inSléndro (=5) and Pélog (=5)
(l.c.)
2. Pélog patet (cap.)

category of Javanese performance practice charac-
terized by certain instrumentation

exalted

1. Sléndro patet
2. (rare) Pélog patet (=Nyamat)

lit. 'Enormous.cloud': name of gamelan in
Jogjakarta (originally from Cirebon)

to make, making

first major section of gending with 16 (or more)
balungan beats per kenongan

a poetic form

name of gending (in this study, Corpus IV)

lit. 'rise', "ascent': see 'ndawzh'

flattening of fixed-pitch degree in vocal or
rebab parts

lit. 'to stretch': section of gending in Ladrang
form in irama III or IV

mythical cnake

type of wood used for grobogan and (?7) for
gambang keys



ndawah

nduwur

nem

ngajengan

ngandap

ngelik

ngisor
nglangut
ngoko
niyaga

Nyamat

~ orkés malayu

paku

Pakualaman

pangkat:ndawah

pangkon
Pangkur

patet

patetan

peking
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1it. 'fall', 'descend': second major section of
gending whose first major section has 16 (or more)
balungan beats per kenougan (=Solonese 'minggah')

1it. ‘'above', 'at the top': high register (=cilik)
1. pitch degree in Sléndro (=6) and Pélog (=6)
(l.c.)

2. Sléndro patet (cap.)
3. Pélog patet {cap.)

lit. 'that which is in front': 'soft' playing
instruments

polite Javanese word for ngisor (q.v.)

lit. 'to go up':

1. section of gending characterized by singing and
playing mostly in high register

2. also, high register (Kunst 1949)

lit. 'below', 'at the bottom': low register (=gedé)

removed, far off

familiar Javanese language level

gamélan musician

a (rare) Pélog patet (=Pélog patet Manyura)

1it. 'Malayan orchestra': combo music from Jakarta
and Malayan peninsula

1it. 'mail': metal pins for gambang keys
principality in central Java within Jogjakarta

transitional passage between mérong and ndawah
sections (=Solonese 'umpak minggah')

"lit. 'like a lap': trough resonator, usually for

saron

1. name of gending (in this study, Corpus VI)
2. poetic form

mode

free rhythmic interluding by rcbab, gaond&r, gambang
suling, and, 1n some conuoxts, male voice

see 'saron peking'



péleg

pencon
pernés
pesinden

petung

plancak
plangkan
pluntur

Puspawarna

rampung
rasamala
rawan
~ rebab
renyah
rukun
salindro

Sambul Gending

Sanga

saron

saron barung
saron denung

saron peking

1. tuning system: 7 tones to the octave, consisting

of small and large intervals {(cap.)

2. pitch degree in the Pélog tuning system (=4)
(l.c.)

knobbed gong instruments

appealing, lignt-hearted

female vocal soloist

thick-walled variety of bamboo, used (rarely) for

gambang keys
metal rods holding saron keys in place
wooden frame supporting kenong

string cuspending gendér keys over resonator

lit. 'types of flowers': name of gending
(in this study, Corpus 1)

finished, complete

type of wood used for gambang keys
type of wood used for gambang keys
spike fiddle

crunchy, crisp

(n.) social harmony; (adj.) compatible
variant of Sléndro (gq.v.)

name of gending classified Pélog patet Nem, but
with modulation to Pélog patet Barang

Sléndro patet

1. set of 6~7 thick meral keys resting over
trough resonator: a gamelan instrument type

2. see 'saron barung'

middle~register saron, a balungan instrument

lowest-register saron, a balungan instrument

highest-register saron



sawit

sebulan
sedih
selantam

selukat

semadi

Sembawa

sembir
Semarang
sendratari
seseg
sinden
siter

siyem

slametan
slangking

Sléndro

slentem

Solo
'soft' playing

sora

soran

type of batik garment with matching headdress
(Horne 1974:530)

1it. 'blown': wind instruments
sad

metallophone with 10 keys (rare)

1, formerly, gambang gangsa (Pélog?)
2. formerly, sarcn peking

religious concentration and meditation

lit. 'tiger'; 'subjunctive mood': name of gending
{(in this study, Corpus V)

type of wood used for gaﬁbang keys
¢city on north coast of central Java
dance drama without verbal dialocgue
lit. 'close together': one of five iramas
part sung by pesiuéén

small zither, with 10-26 strings

middle-sized and middle-register gantungan
instrument {(=gong suwukan)

ritual communal meal
type of wood used for gambang keys

tuning system: .5 tones to the octave, consisting
of nearly equidistant intervals

see 'genddr panembung'

variant of Surakarta; 'Solonese' = usual
adjectival form in English

category of Javanese performance practise
characterized by certain instrumentation

loud

‘loud' playing (Jogjanese)
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sorogan

Sri Rejeki

Subukastawa

Sulawesi

suling

sumpilan

Sunda

Surakarta

swara

tabuh

tata krama

tawonan

tengah

trenyuh

tumbengan

tyas

tutukan

ugal-ugalan

umpak minggah

umpak-umpak

urip

S

.
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exchange keys for Pélog gambang (in absence of
separate gambang Pélog Bem and gambang Pélog
Barang)

name of gending in Pélog patet Nem

name of gending in Sléndro patet Sanga (may be
performed in Pélog patet Nem)

large islaund northeast of Java

end—-blown bamboo flute

1it. 'rope-like: see 'bantalan' and 'kasuran'
culture area: westefn third of the island of Java
city and court center in central Java

voice; sound

beater, mallet (for gamelan instrument)
etiquette, manners

1. rattan padding for keys of saron and gambang

gangesa
2. see 'bantalan' and 'kasuran'

lit. 'middle’, 'center': middle register

touched, moved

planks attached horizontally to top of the inside

of a grobogan
emotion, feelings

lit. 'stroke', 'beat': tutukan balungan =

balungan beat (q.v.)

lit. 'mischievous', i.e., playful, joking: motifs
of a playful and humorous nature

see 'pangkat ndawah'

section of gending in Ketawang or Ladrang form,
characterized by singing and playving mostly in
the middle and lew regisiters and usually without

géreng

to live



uyon-uyon

variasi

wadah

wakil

wala

Walagita

wayang gedog

wayang goleak
wayang kulit
wayang wong

we;ar

wela

wilah

wilahan

407
performance in which karawitan is listened to and
enjoyed for its own sake
1it. '(a) variation': melodic formula (motif)

1it. ‘*container', 'receptacle': frames or supports
for primary vibrating parts of an instrument

second in command; representative; deputy

"echild"; "troops'; "stem from which a bunch of
coconuts grows™ (Horme 1974:703)

name of gending (in this study, Corpus III)

(rare) wayang kulit form which tells stories of the
autochthonous hero Panji

three-dimensional wooden puppet drama
shadow puppet drama

dance drama with verbal dialogue

to come out; to express

colotomic rest

key (as in 'xylophone key')

keyed instruments (metallophones and xylophones)
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