





















































































































































































































































































































































































































































































































































































































































































































































































































































































































































290

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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and Motif Type
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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°
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3 7 7 3t 3 6 6 2
Q3-1 §3-14 I1-1 Q3-1 §$5-3 Ge~4 Gb-3 L4-3

6 6 7 6t 3 5 6 2n
v5-1 v3-3 Gb-12"  12-2 $3-7 Q1-7 Fd-4 N4=2

6 7 3 2t 3 3 5 7p
§$5-7 S3-6 $3-18 S2-15 M3-3 Ga=-2 Fd-3 $3-20

3 6 7 2t 7 7 3 éng
§3-7 s2-3 R1-1 $2-13  U6-1 Ga-5 R1-2 $2-13

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



313

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



315

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
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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.
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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



340

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

350

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
Ir. I )
———— - 1.h.) 3 to 6=7 keys _|_ 2o 2=10keys | 3 to 2=6 keys _
r.h.| 3 to 5=11 keys 2 to 3=11 keys 3 to 5=11 keys
Ir. I1
e e Ache| 3 To 5=11 keys | 2 to3=11keys | 3 to 5=1l keys
r.h. 1 to 5=13 keys
Ir. III
..... 1.hel o e e e o m |o&P0 5=13 keys | ..
r.h. 3 to 5=11 keys 1 to 5=13 keys 3 to 5=11 keys
Total
1l.h. 3 to 5=11 keys 1 to 5= 13 keys 3 to 5=11 keys
Ketawang
Mijil Wedaring Tvas Ladrang Sembawa Ladrang Pangkur
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
r.h. 2 to 5=12 keys 5 to 5=10 keys 2 to 5=12 keys
Total .
1l.h. 4 to 5=12 keys 5 to 6=11 keys 2 to 5=12 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

356



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
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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.

385

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
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Table 9-F: Intervals Between Lagu and Gambang
‘ (in keys) in Ladrang Pangkur
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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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