> A Brief Introduction to Karawitan

Traditional Javanese music—karawitan—includes more than just the game-
lan; it also comprises several genres of unaccompanied singing (tembang),
the traditional vehicle of Javanese poetry.! Even the term “gamelan” refers
to more than one kind of ensemble. There are many relatively small en-
sembles dedicated to particular ceremonial purposes, playing restricted
repertories: the gamelan Sekatén, for example, is heard only once a year,
performing outside of the Great Mosque during Garebeg Mulud, the com-
memoration of the birth and death of the Prophet Muhammad.

The ensemble that concerns us, however, is the largest and most versatile,
the “complete” (jangkep) or “big” (gedhé) gamelan of the court tradition.
This is the ensemble that encompasses the most tonal and timbral variety,
boasts the largest repertory, and serves the widest range of functions: it ac-
companies several genres of dance (beksa) and theater (wayang), sets a dig-
nified tone at weddings, and creates a festive atmosphere at dance parties
(tayuban).

A “complete” gamelan ensemble is a set of matched instruments, but also
includes male and female singers. Its instrumentation is somewhat flexible:
the types and numbers of instruments and singers can shrink or expand de-
pending on the size of the set and the availability of players. (Indeed, much
of the repertory can be performed by as few as seven musicians.) But this
flexibility is governed by a body of conventions. Each vocal or instrumen-
tal part has a more or less strictly defined musical role. Roughly speaking,
we can divide these into three categories: the form-defining (“punctuating”)
instruments; instruments that bear the melodic skeleton or framework; and
the “elaborating” parts.> No matter how few instruments are available, each
of the three categories must be represented: at least one punctuating in-
strument, one melodic-framework instrument, and a few elaborating parts.
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The form-defining instruments demarcate the time cycles of the gendhing
(a composition set in a metric cycle of fixed length).® They delineate the
boundaries and map the internal contours of each type of time cycle, which
range from 8 to 256 beats long. The large gong (gong ageng), producing the
lowest, most resonant sound of the ensemble, plays once per cycle, to mark
its end (its most important metric point). Hence such a cycle is called a gong-
cycle (gongan). Gongan are classified into several named categories
(ketawang, ladrang, etc.) by their overall length and manner of subdivision.
The major subunits of a gongan are phrases ending with a stroke on the
kenong, a medium-pitched set of horizontally mounted kettlegongs. These
kenongan phrases are further subdivided by other instruments (the kethuk,
kempul, and kempyang).

Where the form-defining instruments are diverse in tone-color and con-
struction, the instruments that bear the melodic skeleton are homogeneous;
for the most part they carry a single melodic line, though in different reg-
isters. These instruments, which we may call the saron family, are metallo-
phones with the relatively narrow range of an octave (or slightly more). The
three members of the family (the slenthem, demung, and saron barung)
normally perform the same melody in three different octaves, a melody now
usually called the balungan (literally, skeleton). Though the balungan can
be played fairly rapidly, it can also be very sparse, with each tone lasting
several seconds; the latter practice may explain why the first generation of
Western ethnomusicologists compared it to a cantus firmus. There is also
an instrument identical in construction but tuned an octave higher than the
highest saron, which constantly plays simple variations on the balungan;
known as the saron panerus or peking, it falls functionally between the
melodic-skeleton instruments and the “elaborating” parts.

The rich melodic texture of the gamelan is produced mainly by the di-
verse group of singers and instruments comprising the “elaborating” parts.
These are “elaborate” in that they are more rhythmically active than the
balungan. They are mostly not concerted parts; that is, these performers do
not play or sing in unison with anyone, but need only coordinate with one
another in relatively loose ways.* They thus possess a great deal of indi-
vidual liberty and may vary their parts according to their musical person-
alities or the mood of the moment, or in reaction to the improvisations of
the other players.

We may divide them roughly into two groups. On one hand are the so-
called loud-sounding parts, dominated by the racks of kettlegongs, the bo-
nang barung and bonang panerus. It is possible to perform many gendhing
with no other elaborating parts than these; this kind of “loud” playing is
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accordingly called bonangan in Solo. Most of the time, however, there is a
larger group of voices and instruments, including the rebab bowed lute, the
metallophones gender barung and gendér panerus, the gambang xylophone,
a zither (clempung or siter), and suling flute. The female solo singer (pesin-
dhén) will usually be present, sometimes with a male chorus (gérong) as
well. This larger group, associated as it is with the presence of singers, is
sometimes distinguished from the bonang kettlegong sets by using the term
“soft-sounding.” Just as it is possible to play many pieces with only “loud”
elaborating instruments, it is also possible to use only “soft” instruments
and voices, omitting the bonangs.

There is also an instrument that does not really fit into this tripartite
schema. The kendhang is a set of drums, including a large one (the kendhang
gendhing), used for the relatively calm gendhing, and a smaller one, the
ciblon, borrowed from dance accompaniment, which plays intricate rhythms
to create a lively effect.

GENDHING IN PERFORMANCE:
INTERACTION AND LEADERSHIP

Regardless of his or her role in the ensemble, the musician must be famil-
iar with the idioms of the leading parts in order to be able to interpret the
clues and signals necessary for ensemble coordination. For while the gen-
eral course of a composition is predetermined, there are always various al-
ternative possibilities concerning its details. These do not generally need to
be specified ahead of time, for they can be communicated as necessary in
performance by aural cues from the leading instruments.

The melodic leader of the gamelan is the leading elaborating part: in “soft”
playing, the rebab, the two-stringed bowed lute, leads; in “loud” bonangan
playing, where the rebab is absent, the bonang leads. Complementing the
melodic leader is the leader of the tempo, the kendhang (drum). The rebab
or bonang indicates to the other musicians what piece they should play next
by intoning its introduction;’ they can also control the timing of the tran-
sitions to certain sections within a piece. At finer levels of musical detail,
the rebab can direct the other “soft” parts to favor one or another inter-
pretive option with regard to ambiguous passages within some compositions.

The rebab and bonang lead aurally in another sense, in that they forecast
the immediate future to some extent; their parts have a certain short-term
predictability built in, and can thus quite literally “lead” or “guide” (nun-
tun) the other parts. Musicians familiar with the idioms of these two parts
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can often anticipate the shape of a phrase from its opening tones. For exam-
ple, by listening to the first two notes of a bonang phrase, a saron player can
deduce his part for the next three or four seconds (Perlman 1994:149—-50).
For musicians who play the skeletal melody, or the secondary elaborating in-
struments, this predictability can serve as a safety net in case of memory
lapses. But it also allows musicians to perform pieces they have not memo-
rized, at least at a minimally adequate level. This sort of playing—in which
the performer constructs his or her part phrase by phrase on a just-in-time
basis by listening to one of the leading parts—is what musicians call “float-
ing” (ngambang) or “being carried by the current” (ngeli: Suhardi 19.vii.g7).6

PITCHES AND SCALES

The “complete” gamelan embraces not only a great variety of instrumen-
tal timbres and melodic idioms, but a diversity of scales as well. A gamelan
gedhé is a double set of instruments, each set tuned to a different laras (tun-
ing system). One of these, sléndro, is pentatonic, and in its realization on
the fixed-pitch instruments it seems to the Western-trained ear to be com-
posed of intervals larger than a major second but smaller than a minor third.
(The singers and flexible-pitch rebab occasionally introduce smaller inter-
vals approximating semitones.) The other laras, pélog, includes seven pitches
per octave, but in traditional compositions only five of these appear in any
given passage: the other two are exchange tones that substitute temporar-
ily for their neighbors. There is no absolute pitch, or even a standardized
intonation, for these two laras; each fine gamelan set may have its own dis-
tinctive realization of them. The sample tone measurements given in ex-
ample 3 are therefore only illustrative, not definitive.

The names of the five tones of sléndro are also used to denote the tones
of pélog, though their pitches may be quite different (example 3). This ter-
minological sharing indicates parallels in the use of the two laras. Composi-
tions can often be transposed from one tuning system to another (usually
from sléndro to pélog), and a sléndro pitch is usually mapped onto the pélog
pitch that bears its name.

This parallelism is also built into the construction of the fixed-pitch in-
struments, making such transpositions kinesthetically natural. Some of the
elaborating instruments in pélog have only five pitches per octave and hence
can be played with the same techniques and conventional melodic gestures
of their sléndro counterparts. Other elaborating parts (the rebab, suling flute,
and singers) use distinctively different gestures in the two tuning systems.
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EXAMPLE 3. Tone measurements of the pélog and sléndro slenthem of the
gamelan used at the Sri Wedhari theater auditorium in Solo, expressed in cents
deviations from the Western tempered scale (A = 440 Hz). (This particular
tuning pattern is unique to this gamelan; other gamelan differ in various
tuning details.)

PELOG
Cipher notation 1 2 3 4 5 6 7
Pitch name panunggul gulu dhadha pélog  lima nem  barang
Western equiv. D-26 Eb-10 F-45 G+24 G#+43 A+43 B+35

- —— — — - — - - - — - . - - S I - - - . - G WD A S SR S S W . . - - - -

Western equiv. D+28 F-35 G+17 A+40 C-10

Pitch name gulu  dhadha lima nem  barang

Cipher notation 2 3 ] 5 6 1
SLENDRO

EXAMPLE 4. Skeletal melody (saron) and two versions of the male chorus
(gérong) part for one phrase of Ladrang Pangkur irama dadi. Comparison
of versions in sléndro manyura and pélog barang. Source for pélog version:
Suroso Daladi (n.d., V:27).

saron

. +« +« . 6 6 .72 . 3 6 1 65160532

sléndro

- . . . 6 6 .i2 . 3 2i612i6353.:2

(continued)
Compare one phrase of the male vocal (gérong) part for a composition that
can be played in both sléndro and pélog (example 4). The melodic contour
of the framework melody is identical in both tuning systems, but the voice
part takes distinctively different shapes.”

The fact that not all of the pélog instruments have all seven tones causes
occasional tonal clashes. Some instruments lack the tone 4 [ f#], and when
that pitch occurs in a composition they must substitute a neighboring tone
(either 3 [e] or 5 [g#]). But sléndro, too, has a practice of scalar multiplicity.
The rebab and pesindhén can play a conventional phrase called barang mir-
ing (“slanted”; also referred to using a Dutch loanword, mineer). This phrase
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EXAMPLE 4. (continued) Western staff trans-notation.

n A 4L
U413
saron
sléndro \;)"
Y B
gérong o8 Lol
sléndro \;j’ - / H—e
N
n_t
7 -
saron (P~ -
pélog N
barang
A g ————— , /\
gérong — —® —a— el g I
pélog
barang D) 4 N—

uses pélog-like intervals approximating semitones, smaller than any found
on the fixed-pitch sléndro instruments.

PATHET

Each of the two tunings systems is home to three pathet (“modes”), and a
symmetrical arrangement of these six pathet governs the overall course of
a performance (example 5). Each sléndro pathet together with its pélog coun-
terpart (sisihan) defines a segment of the performance’s time frame, dur-
ing which only compositions in those two pathet may be played (at least in
theory). The transition from one time period to another is formally marked
and irreversible. Hence the progress of a performance is in a sense delin-
eated by the sequence of pathet.

The melodic parts are expected to display the pathet of a piece in ways ap-
propriate to their respective idioms. The balungan distinguishes between pa-
thet by emphasizing different pitches at important metric junctions, and also
by means of characteristic phrases. The elaborating parts likewise have their
own conventional means of signaling the pathet of a composition (Perlman
2001).

The apparently clear-cut, formal simplicity of the logic of the pathet sys-
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EXAMPLE 5. The six pathet (modes) within
the two tuning systems. Each of the three rows
corresponds to a time segment of the perfor-
mance occasion.

Tuning system

Sléndro Pélog
M
0 nem lima
d sanga nem
e manyura barang

tem belies its actual complexity. As a classification system for gendhing it
is full of anomalies; its notional symmetry is not reflected in the transpo-
sition of compositions or performance practice between tuning systems. De-
scribing the pathet system in these pages would require too long a digres-
sion; pathet has stimulated and frustrated generations of Javanese theorists
and has become one of the most heavily researched topics in gamelan schol-
arship. Making sense of it is a task that must await another occasion.

THE IMPORTANCE OF IDIOMATIC INTEGRITY

The remainder of this chapter will focus closely on the melodic parts. Each
part has one or more strongly defined idioms and is responsible for main-
taining the integrity of those idioms. While each part also bears a respon-
sibility to the whole (to match or fit together with the other parts), and while
the elaborating parts must allow room for variation (through which indi-
vidual players can express their personal tastes and respond to the exigen-
cies of the performance situation), each part must guard the consistency of
its distinctive idiom. Each part should unite with the others (nunggal), but
only as long as it can do so and still maintain its own life (urip dhéwé: Sut-
ton 1979:61, 70; Suyenaga 1984).

I will not try to catalog these idioms exhaustively in what follows, but
will briefly illustrate each of the categories introduced above—balungan,
soft elaboration, and loud elaboration. I will describe the distinctive aural
qualities of the parts (their characteristic timbres and means of tone pro-
duction), but because my main concern is to prepare the discussion of in-
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terpart relations in chapter 3, [ will concentrate on their powers of melodic
and rhythmic expression. Since each part can match with the others only as
far as the constraints of its idiom allow—since it can express only those
melodic features of a composition compatible with that idiom—I pay par-
ticular attention to the constraints of range and rhythmic density that
strongly define the “character” (watak) of each part.?

THE IDIOMS OF THE MELODIC SKELETON

The melodic skeleton has three distinct idioms, characterized by three lev-
els of rhythmic density: nibani, mlaku, and rangkep. Each is roughly twice
as dense as its predecessor in the series (example 6).

The middle level, balungan mlaku (“walk, travel”), is the most common;
balungan rangkep (“double”), twice as dense, is the least common. The
rhythmically sparsest idiom, balungan nibani, is the most rhythmically and
melodically regimented. The other idioms have more rhythmic variety, while
balungan nibani employs notes of a single durational value (represented in
staff notation as whole notes). Similarly, where the other idioms can repeat
tones, in balungan nibani the same pitch can never appear twice in imme-
diate succession (Martopangrawit 11.ii.86). This fact has important conse-
quences for balungan nibani’s ability to “guide” the other parts: as we shall
see, since it can neither repeat nor sustain pitches, it cannot clearly express
the kind of melodic motion known as “hanging.”

THE IDIOMS OF THE ELABORATING PARTS: AN OVERVIEW

The richness of karawitan’s melodic texture is found in the elaborating parts.
When all nine instruments and both the female solo singer and the male
chorus are present, eleven distinct melodic parts entwine around the slow-
moving melodic skeleton. The “loud” parts—the saron panerus, bonang ba-
rung, and bonang panerus—are relatively homogeneous in sound: they are
all metal percussion instruments and are closely associated with the melodic
skeleton. The “soft” parts, led by the rebab, are both more varied in tone
color and have overall more melodic independence from the balungan.
The “loud” parts, though similar in timbre, are distinguished by regis-
ter or subtle qualities of tonal envelope. The saron panerus, playing the most
rudimentary elaborations, produces its sounds with an unpadded mallet on
metal keys; it is also located in the highest octave of the ensemble. The bo-
nang barung and bonang panerus are sets of small kettlegongs without res-
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EXAMPLE 6. Three varieties of melodic skeleton (balungan), notated as one-octave
saron melodies. Source: balungan nibani, Gendhing Montro sléndro manyura,
inggah; balungan mlaku, Gendhing Kocak sléndro nem, mérong; balungan rangkep,
Ladrang Lipursari sléndro manyura.

nibani .2 .1 .2 .1 .3.2 .1.06

mlaku . 555 2235 ..56 1232

rangkep 32653561 32653561 23..3361 22.3.1.2

Western staff trans-notation.
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1]

nibani (O ©

N 7

B

0

hat-

mlaku

G S
)
0

% aand

S

rangkep

A
|
[
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L

onators; besides the saron panerus they have the strongest attack and
sharpest decay of all the metallophones.

The “soft” parts have a variety of means of tone production and timbre.
There is one bowed string instrument (rebab) and one plucked zither (clem-
pung or siter); there is one end-blown bamboo flute (suling) and one
wooden xylophone (gambang); there are male and female singers. The
gendér barung and gendér panerus, though bronze metallophones, are set
apart from the bonangs and saron panerus: they are played with padded
mallets, and their metal keys have individually tuned bamboo or metal res-
onators, giving them a rounded, sustained tone.

The elaborating parts are also distinguished by their melodic and rhyth-
mic idioms, but these are best introduced by means of a concrete example.
In example 7 I have aligned selected elaborating parts as they might be played



QWO W H . L] N.H . M N N N . . m mmm m . OMO L} - . . o . L] . . L] 3 L] [ . . . . L] . trmn&‘:.rﬂwm

9 * T 529" T T TCTT" 2TTIWZEZ" " " €€ 1°1¢"* ¢ quqal

e s e L I I P .

9GE9TTSEEZTISEGEEGIEGIZTEZTLTZII CTIZESTIISETTIITIISEITZSEELTITLIY ¢ Suvquivs

99 96" € * €6° 9GT19G69° TIZETTII" TTI92CTECGCTT * * ¢ Sun.nq
9T9 " T"9°T1696°69§ 912§ €¢ €121 "T¢1 9  4puos
* 19 °G6TG" " "TGS " T¢Z *€¢**€¢€ 1¢z¢z""1¢1 °* Supuoq

966992 CZ1T1TZcCcIl1¢€eEC 2€€TTEETLTZTTITCZTTI 1T ¢ sniouvd.uvs

9 (4 T ‘ [4 € Z T [4 uo.os

‘vinfiuvui o4pugys ur Surypuad e jo (Juswaaow 3s1y) Suosgw ay3 ur 921 TETT aessed uvSunjpq a3 10y pakerd aq
w8 Aoy se (uaypuisad ‘qvqas ‘Suvquins ‘Sunivq 4gpual ‘Sunivq Suvuoq ‘sniauvd uoivs) sired Juneroqepd padd[eg L ITANVXI



(panu1zuoo)

xrmwu uypuisad
- N - - ypul
v v
& . . . 1 ]‘/./ (®
. n <) qoqau
-
A o A "I
; ) 2 > » £ e 3 .
e o , 5 .snsrlrwrpf. o—p £ 2 o £ " o [
=T ——] == S e
"ﬁ G
|‘|L||LIQ|L L h— P p — L 6_ k m Sunuvq
-y 43puad
e S ¥
o - > (®
3 : 3 = O E
4 L] 4 — 4 fﬁﬂ.
A7 v
o fod 2 _‘ . e _‘ . S snuound
_ ! ] S E— — o —— >/ uouvs
£
P 4 UoUDSs
¥ L N
VA

"UONIBIOU-SURI) JJIs UIDISAN (panuijuod) L 31dNvXd



L)

\l-ll/
1 ~ { ‘ ‘ \“‘ ‘ ‘a‘ [N FARNY
2 ~— | e e = N T e
vV
\.\-Ill',/ )
o o, 2Ce, . s 4 » P
4{“ “ “K _ﬂ\&‘ # N “ 1 “ ] e‘/h QQQ@&
Y 1} T ! == ] I n«w.\_w\
A ol A nd A vV
e 2fe efeffeafe .
EEEPee ,,eef EErFeroepererf, o -

TR e

— - - = — 23— pues
[B——— ; i T ——— 4
o o
e £ - e E e £ £ > o
| A\, 1 FARN\Y
L I L A ] ! E———>4-| Suvuog
[ 20 Y 41
2
. _1, ;_‘ . w’ »- . . \ﬁ/ sniauvd
e e S — ; _ 1 ) uouvs
! m “ _ — =
7) h (o) i
f ] TaWY
! I — uouvs
. 41
vV

(panuyuod) L 31aWvxa



A Brief Introduction to Karawitan /49

in a brief passage from a traditional composition.” For clarity of exposition,
this example and the subsequent discussion omit some of the secondary elab-
orating parts (suling, gender panerus, clempung, bonang panerus).*’

The skeletal melody (balungan) of this passage is here represented by
the saron part, actually played in double parallel octaves by three members
of the saron family of metallophones. It is slow-moving, notated here in half
notes and whole notes.

The elaborating parts are all more rhythmically active than the balungan.
Some maintain a constant rhythmic density: the saron panerus produces a
steady stream of eighth-notes, just as the gambang rarely breaks its flow of
sixteenth-notes. The idiom of the gendér barung has both more rhythmic
flexibility and more variety: it can play nearly constant eighth-notes, con-
stant sixteenth-notes, or anything in between. In this example it keeps mostly
to eighth-notes but mixes in sixteenth-notes and quarter-notes.

The rebab is even more rhythmically supple and is also distinguished by
its tendency to play “behind” the beat. (This is hard to represent accurately
in notation. The rebab part in example 7 has been simplified; in actual per-
formance much more “rubato” would be heard.) But it is the pesindhén who
is least regimented by the beats of the meter; she sings almost constantly
“out of time” and staggers her phrases to end much later than the other
parts. In this example, she ends her phrase about three quarter-notes later
than do the other parts.

For our present purposes we do not need to examine in further detail the
melodic idiom of each elaborating part.' But we do need to understand what
it means for each part to preserve its own character. We can most easily do
so by observing how the parts can (or cannot) express the various types of
melodic movement found in Javanese compositions.

THE RANGES OF THE PARTS

One of the most important determinants of a part’s powers of melodic ex-
pression is the width of its range. While the parts differ both in their ab-
solute pitch and in their range, only the latter difference has real musical
significance for performance practice. Traditional gendhing do not exploit
the five-octave melodic compass of the ensemble as a whole (example 8) in
the way a Western composer might treat the orchestra’s total palette by
assigning a theme now to the double basses, now to the piccolo. Rather,
through the principle of octave equivalence, all of the parts are considered
to share a single conceptual tonal space covering two and one half octaves
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EXAMPLE 9. The conceptual range of gamelan melody. In pélog, the low 1 is used
only in pélog lima.

sléndro

pélog
(1) 2 3 4567 123458671234

Western staff trans-notation.

0 —4 45 -
sléndro 'mj -
A\NVJ
1 iL ; > [
o
0 #u *|r '__F*'
élo ¥ o
petog L& — oW @ —1 |
30359 *® '
-1 _.x‘ K J
R

(example 9). Different parts realize this conceptual ambitus in different ac-
tual octaves. It is this conceptual ambitus that is represented in Javanese ci-
pher notation; in the Western staff examples in this book I locate it arbitrarily
from D below middle C to the G above the treble clef. (All mention of specific
pitches and registers herein will refer to this conceptual ambitus; thus I will
omit further qualifications, referring simply to “low 5 [¢]” instead of “5 [ ]
in the lower octave of the conceptual range.”)

Some of the instruments can encompass this full range, but not all. Ex-
ample 10 shows the effective ranges of various melodic parts within the con-
ceptual tonal space of sléndro.? The effective range is not simply the sum of
tones available on an instrument, but reflects how they are used. For exam-
ple, a twenty-key gambang can span four octaves. However, since it is played
in parallel octaves, and since some of its tones are never used cadentially, its
effective range is the same as that of the rebab.

The rebab and gambang clearly have the widest ranges, and the saron
family the narrowest; the ranges of the other parts fall between these ex-
tremes. As a result, there are melodies that can be played on the rebab but
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EXAMPLE 10. Effective ranges of the widest and narrowest
instrumental parts in Solo-style Javanese gamelan music,
showing their positions within the conceptual two-and-one-
half-octave ambitus of gendhing melody.

123456712345671234

H—_— rebab P'
ld gambang P‘

|&——  gender barung —
|€¢—  saronsiéndro —
| saron pélog |

Western staff trans-notation.
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that could not be played on (say) the saron, if only because of the differ-
ences in the width of their effective ranges. In particular, the fact that the
saron realizes the balungan within its narrow range (cf. chapter 3) has played
an important role in the development of Javanese theories of melodic guid-
ance (as we shall see in chapter 5).
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EXAMPLE 11. Two gatra of a melodic
skeleton.

Points of main stress

2356 3532

T 1

Points of subsidiary stress

THE METRIC ORGANIZATION OF CADENCES

In the remainder of this chapter we will explore some of the ways in which
the melodic parts move through this conceptual ambitus. Javanese musi-
cians distinguish a few large categories of melodic motion, but in order to
understand their distinctions we must first become acquainted with the tem-
poral structuring of melodies around cadences.

A cadential point is called séleh (literally, to place or put down; also used
in the sense of emotionally settled, calm, stable). Melodic cadence-points
are closely associated with metrically strong beats, and also with a conven-
tion of ensemble coordination: in each phrase of a composition, the differ-
ent instrumental and vocal parts are expected to cadence on the same tone.
They do not always reach the cadence tone at the same moment: as we have
already seen, the pesindhén usually delays her phrase to arrive on the ca-
dential tone one to four beats late. But conceptually, the cadential point is
the moment when the various parts converge on the same pitch.

Cadences normally occur at metrically important moments: at the most
important point in the gong-cycle (the stroke of the large gong) and the
subsidiary stresses marked by the kenong, but also at the ends of a small
metric unit not audibly marked by any form-defining instrument. This is
a unit of four slow beats, known as gatra.!* Like a Western measure in
quadruple meter, the gatra has one major point of stress and a point of sub-
sidiary stress halfway through the unit.

In modern Javanese cipher notation a gatra is written down separated by
spaces from its neighbors (example 11). Since all melodic motion is felt to
move toward a goal, gatra are written with their most metrically important
tones last. Thus the rightmost numeral in each of the groups in example 11
(the 6 and the 2) receive metric stress. Accordingly, in the Western staff ex-
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amples in this book I notate these tones on the downbeats of measures. Sub-
sidiary stress falls on the second tone of each group (i.e., the 5 in 3532); these
tones appear on the third beats of the Western measures.

Melodies typically place their cadences at these points of metric stress,
though the relationship is not invariable; the strongest cadences do not al-
ways fall at the strongest metric positions. There are many gatra downbeats
where the melody does not cadence, just as there are kenong-strokes that
fall on subsidiary cadences.

Now that we have seen the pitch space through which melodies move ton-
ally and the metric space through which they move temporally, we can intro-
duce the three basic types of melodic motion: moving, hanging, and slipping.

THE THREE TYPES OF MOTION IN THE MELODIC PARTS
Mowing, Hanging, and Slipping in the Balungan

There is no general term in common use for ordinary melodic motion from
cadence-point to cadence-point; the category seems to be unmarked. If a
Javanese term were needed for it, the most appropriate one would proba-
bly be mlaku (to walk, move, travel ).1* “Moving” is normally anticipatory
motion, moving toward a goal yet to come, not away from something that
just happened. Since this goal usually falls on a point of metric stress, we
may use motion from a weak beat to a strong beat as paradigmatic of
“moving.”

In contrast to this type of (unmarked) melodic motion, there are two
named types of special motion: “hanging” (nggantung, gantungan) and
“slipping” (plésédan). Hanging is stasis, the absence of motion; slipping is
sudden motion.

Hanging contrasts with “moving” precisely because it lacks the motion
from weak beat to strong beat characteristic of moving. Hanging is often
represented in the balungan mlaku idiom by the sustaining or repetition
of a single tone from a weak beat to a strong beat. In example 12, the melody
hangs for six beats on 3 [e+]. Here, the tone 3 is reached by moving to a
strong beat; it is then sustained for four beats and repeated for two beats, at
which point moving resumes. (Note that there is no hanging in the final
four beats of this phrase, even though two tones are sustained. But the 2 [d]
and the 5 [g] are each struck on strong beats—the 2 at a cadential point, the
5 at a point of mid-gatra subsidiary stress—and sustained through weak
beats. The effect is not one of stasis, but of change in the overall pace of mo-
tion: from steady half-notes, we now move in steady whole-notes.)
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ExaMPLE 12. Skeletal melody (balungan) for a passage from
Gendhing Lendhi sléndro manyura. The “hanging” part of the
passage is bracketed.

balungan [ Fam

Gl

Plesedan (literally, slipping) is sudden motion. Slipping is implied by the
balungan when a cadence is immediately followed by hanging on a differ-
ent tone, as in example 13. Here the melody slips at the end, cadencing on
the 2 [d] and then slipping to 6 [a], where it hangs for four beats.

Slipping is most commonly signaled in balungan mlaku by a repeated
tone in a weak-beat/strong-beat configuration, as above. (Sometimes the tone
is not struck again on the strong beat, but rather the stroke on the weak beat
is sustained.) Slipping weakens the previous cadence’s sense of completion.
When slipping motion occurs immediately after a kenong-stroke, the kenong,
which normally plays the pitch of the cadential tone, plays instead the pitch
of the slipped-to note.

I have deliberately chosen to illustrate hanging and slipping using balun-
gan mlaku because the three balungan idioms cannot all indicate melodic
stasis equally well. Balungan mlaku is versatile in this regard, and balun-
gan rangkep, too, can represent hanging by sustaining and repeating tones.
By contrast, balungan nibani, since it can never pause and cannot repeat
tones, can never clearly indicate hanging.

Let us now observe how the three kinds of melodic motion are mani-
fested in some of the elaborating parts. As we shall see, the parts are not
equally capable of expressing all of the aspects of melodic motion. These dif-
ferences in capability have important implications for the ways the parts
can relate to one another.
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EXAMPLE 13. Skeletal melody (balungan) for a passage from

Gendhing Pujongganom sléndro manyura. The “slipping” tones
are bracketed.

N

5653 ...3 6532 66 ..
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Western staff trans-notation.
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How the Elaborating Parts Move

Of the three varieties of melodic motion—moving, hanging, and slipping—
it is moving that dominates the melodic landscape. Hanging and slipping
provide variety and contrast, but most melodic gestures in most composi-
tions are of the unmarked, moving type.

How do moving melodies move? All of them tend to move in highly con-
ventionalized ways, but the specific conventions are distinctively different
for each part. We may group them into two large classes, corresponding to
the “soft” and “loud” elaborating parts. The soft parts make extensive use
of phrase types, conventional melodic gestures known as céngkok. Some of
the loud parts have such gestures as well, but are often more strictly tied to
the balungan. Let us start with a simple example of elaboration in one of the
loud parts, the saron panerus.

The saron panerus plays the simplest elaborations, often simply re-
peating two-note segments of the melodic skeleton. Example 14 shows the
saron panerus part for a sample two-gatra passage of balungan mlaku.!®
The saron panerus takes the eight tones of this phrase two by two. Start-
ing with the tones 3 and s, it repeats each one (3355) and then plays the
sequence over again (33553355). It then does the same for the last two
tones of the gatra, 65. This is its general procedure for a four-note gatra,
abcd. As long as no two consecutive tones within this gatra have the same
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EXAMPLE 14. Saron panerus part for a sample two-gatra balungan passage

(irama dadi).

balungan

saron panerus

.33553355665566553322332211221122

Western staff trans-notation.
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pitch, and as long as there are no large leaps, the saron panerus will play
aabbaabbcecddecdd.

When musicians talk about the soft elaborating parts, they often use the
term céngkok. This is a way of referring to the conventionalized aspect of
melody. It is a word with varied meanings, but in this context it describes
the stable melodic content of a stock phrase, one or two gatra long, which
can be varied and embellished in indefinitely many ways but which remains
recognizable.!® .

Musicians sometimes speak of céngkok as things, and of the quantity of
céngkok as a measure of musicianship. An accomplished player can be said
to “have many céngkok”; a young musician can self-deprecatingly say that
his “vocabulary” (perbendaharaan) of céngkok isn’t very large. The sense
of céngkok as distinct “riffs” with their own identities is further reinforced
by the practice of referring to some of them by name (dua lolo, puthut gelut,
ayu kuning, etc.). One of the most easily identifiable is the double-length
céngkok called ayu kuning. This céngkok has a distinctive vocal part, and its
name is taken from the words that can be sung to it (they describe a woman'’s
appearance: “beautiful, fair-skinned, and shapely”). Example 15 shows two
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EXAMPLE 15. The melodic pattern called ayu kuning in the gérong
(male chorus) idiom. 15a: A basic version in sléndro pathet manyura,

cadencing on 1 [¢-]. Source: Martopangrawit (1975:1, 4—5; 1984:14).
15b: The same, transposed to pathet sanga.

15a.

a - yu ku - ning bén - trok maya maya

Western staff trans-notation.
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versions of this gesture at two different transposition levels (in pathet
manyura, where it is used to cadence on the tone 1 [c—], and—one tone
lower—in pathet sanga, where it cadences on 6 [a]). The soft elaborating
parts such as the rebab, gendér barung, and gambang have their own ver-
sions of ayu kuning suited to their respective idioms.

But a céngkok need not have a single invariable melodic outline. For
example, the very common pattern puthut gelut has no conventional vo-
cal line associated with it and takes two or three different shapes in both
the rebab and gendeér parts. And some elaborating phrases are even less
distinctive; there are also unnamed phrases used as transitions. These
phrases are not thought of as integral wholes, but are referred to generi-
cally as “bridges” (jembatan) or rambatan (literally, a trellis for climbing
plants).
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EXAMPLE 16. Saron panerus part for a sample “hanging” balungan gatra
(irama dadi).

balungan 2 2 . .

saron panerus .3322332211221122

Western staff trans-notation.
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How the Elaborating Parts Hang

The elaborating parts differ in the extent to which they can represent hang-
ing. For example, among the loud elaborating parts, the saron panerus is as
limited as balungan nibani. The idiom of the saron panerus does not allow
it to repeat tones immediately, and thus it has no special way of distin-
guishing hanging from moving. When the balungan is hanging, the saron
panerus generates movement of its own by using the upper or lower neigh-
bor of the sustained tone (example 16). But this introduces a certain degree
of ambiguity. Notice that the saron panerus part for this hanging phrase is
identical to that used for the moving phrase, 3212, in example 14. That is,
the saron panerus cannot reflect the melodic stasis of the balungan phrase
22.. while remaining true to its own idiom.

Most of the other elaborating parts can represent hanging, though they
use a variety of means to do so. Some parts sustain the hanging tone, some
reiterate it in a cross-rhythmic pattern, some make small circling motions
around the tone. Hence we find with melodic stasis the same diversity that
we found with melodic register; in each case, the parts differ widely in their
expressive abilities. (Slipping is akin to hanging in that the parts that can-
not clearly represent hanging tend to be unable to slip as well. Thus neither
balungan nibani nor the saron panerus can represent slipping.)
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GARAP

Before concluding this survey of the melodic parts, I must briefly return to
one of the most important dimensions of contrast between the elaborating
parts and the balungan. This contrast is more than a contrast of melodic id-
iom: it is also a contrast in kinds of performance practice, kinds of knowl-
edge, and in the roles different musicians play within the ensemble. One
word that summarizes many of these dimensions of contrast is garap. This
term, though meaning literally “work,” is untranslatable. In its broadest
sense it refers to performance practice in general, but it is also used to distin-
guish the elaborating parts from the balungan. Mitropradongga, for exam-
ple, advised me to “know the balungan first [ngerti gendhing dhisik], then
study the garap.” Garap connotes the individual latitude and autonomy of
the performer of an elaborating part; Martopangrawit considered it an art
of interpretation, requiring insight and judgment. The performer has some
liberty in the choice of céngkok to use for any given passage in a gendhing,
and flexibility in how to realize a céngkok on any given occasion. This lat-
itude, which has been called improvisational by ethnomusicologists, distin-
guishes the elaborating parts from the balungan;” for while the balungan
of a gendhing can exist in different versions, the musicians entrusted with
it are not expected to spontaneously vary it in performance.

CONCLUSION

The melodic parts are expected to match or “unite” within the limits es-
tablished by their respective idioms. In this chapter we have seen how these
idioms provide more or less scope for the parts to traverse pitch space and
to display different kinds of melodic motion. Some of the parts—in partic-
ular, the saron—have quite narrow ranges. Some idioms, such as balungan
nibani and the saron panerus, cannot represent hanging movements, Within
these limits the parts must fit together. How they do so is the subject of the
next chapter.





