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Preface

In my experience teachimgamelan aiWesleyanuniversity, itis alwaysdifficult to find a
suitable readingor beginninggamelanstudent. Mch of the literature onJavanese
gamelan is either too general or too specificadliailed in content. | hope this bookieitl
serve its purpose.

As a performance course, the emphasis of gamelan class is to ghastiedent with first

hand hands-onexperience to playgamelan. Thus, this booklet emphasizes on the
performance practice of gamelan, albeit in a rudimentary level. Also included in the booklet
are a few sections on the performance context of gamelan in Java; they are meant to provide
background for further discussion.

Like any manualfor leaning gamelan,n this bookletnotation isused as araid for
learning. However, it should be noted thlihough notation has becoragart ofgamelan
tradition for about acentury, basicallypamelan is still theproduct of oral tradition.
Listening, imitating and observing are the thrust of traditional gamelan learning. In spite of
the use of notation, it ismportant thatgamelanstudentshave anopportunity to play
gamelan aurally. This is becada# experience igamelan idulfiled whenone isable to

feel the relationship between his or her part with the other.

| put together this booklet base on previous handout fartesy students. | would like to
thank my student-assistants who hhed#ped me to pubgether suchhandout matéals; in
particularCindy Benton andvarc Pelmanwho were my assistants imriting a handout
notes entled “JavaneseGamelaninstruments and/ocalists” (1977). Anotherhandout
notes incorporated in this book is entitled “Gamelan Music of JA@80]. Thank also to
Topher Sebest, a devotgdmelanstudent,and Maria Medonca, agraduatestudent in
music, who are my technical assistance in producing this booklet.

Sumarsam
Middletown, October, 1988. Revised for Wesleyan's gamelan webpage, Fall 1999. Last revised, Fall 2002.

Two books ofintroduction togamelanhasappeared after the publication this booklet:
Lindsay (1992)and Sorrell(1990). Studentsare assigned toead the selectechapters of
Sorrell's book.



Background

Tanah air, land and water, is an Indonesian expressjonvalent td‘fatherland”. This is
because the many thousand islands of Indoriesgtjng in betweethe continents oAsia
and Australia and stretchingrom northern Sumatrégo westernNew Guinea, spreads
across almost 3,400 miles of ocean (about the distesroethe Atlantic coasto the Pacific
in the United States)This geoghraphicadetting andheir historcal developmentprought
about Indonesia's diversitf its people anctultures. Each ofhundreds okthnicgroups
and subgroups hasts own local characteristic, inlanguage, customs, forms of
organization, ritual, dances, music and other cultural expressions.

Java is one othe Indonesian island®cated in thesouth-westermart of thearchipelago,
between thaslands of Sumatra andali (seemap). It isthe most populated island in
Indonesia. Almost one-half of onehundred seventyillion Indonesian live irthe island
about the size dew York state. Besides]ava has a longnd richhistory, spanning
from the era of the oldest humapeciesthe “Javaman”, tothe period of Hinduization,
Islamizationand Westernization of thésland. Significantly, for manycenturies Java has
been the principal locus both of power and international commerce and communication.

Java also has rich musical traditions, traditional as well as westegepees. One of the

forms of well-knowntraditionalmusic of &va and those of neighboring Bali is gamelan.

Gamelan, derives from the word “gamel”,dimike or tohandle, is ayeneric ternrefering
to an ensemble which compriggedominantly of percussivastrument. However,vocal
music has important role in the development of gamelarthelbeginning ofthis century,
the term karawitan wastroduced, embracing botlocal and instrumentalements in the
gamelan.

As a consequence both ethnographical setting and hist@i development, diverse

gamelan styles exists. There are two principal styles: Balinese and Javanese gamelan.

in Java, like in Bali, several regional styles can be identified. Twioeohost noted styles
are Sundanese (or West Javanese) and Central Javanese gamelae. ldittesr, especially
the Solonese style, with which this booklet is concefned.

I nstrument

Gamelaninstrumentsare mostly metallophoneandgong typeinstruments which produce
tones when struck with mallets (tabuh). Other tygfegercussiorinstruments included in
the gamelan ensemble are: a wooden xyloplgambang), and set oftwo headeddrums
(kendhang)played withthe pam and/or fingers. There are dew instruments in the
gamelan ensemblghich are notpercussion instiments: theyare atwo-stringed bowed
instrument(rebab), a pluckedither-typeinstrument (celempung aiter), and a bamboo
flute (suling). Afemalesinger (pesindhén)and amale chorus of two orthree singers
(penggérong) also participate in the gamelan ensemble.

The gamelamusiciansshouldsit crossleggedsild) beforetheir instruments. Because of
this sila position, it is most comfortable ftve musicians to takeff their shoes oisandals.
Commonly, the musicians halkde tabuh intheir right hand, xcept if the instrument must
be played with two tabuh.

2 Solo or Surakarta anddogya or Yogyakarta, although onl80 miles apart, inherited
sulile diference ingamelan sties. Thedivision of the court ofMataraminto these two
political and cultural center ih755, as &onsequence of a lorgpnflict between the royal
families, was responsible forthe cultivation and developmenbf different styles in
performing arts in these two court traditions.

But



Often, the Javanese consider a gamelan gets#dka an inherited objeathich is endowed
with supernatural power. An honorific title, Kyai 6fhe VenerableSir’, and name is
assigned tahe gamelar’. Periodically, an offering igrovided andincense isburned

before the gongFor this reasonthe Jaanese alwaymaintain ashow ofrespectfor the

instruments. Hoo@nd Susiloaptly state thenost appropriatetiquette of themusicians
when they are present in the gamelan area:

There is an inviolable rultha no one eversteps ovemne ofthe musical
instrumentssince to do savould beconsidered @reach ofrespect. |If
there is ot room to pass, the musicianmust move the instrument
temporarily to provide space, amthen he passdsy instruments anadther
players, he doesot stride alongerect butbends low,holding one hand
before him and mumbling the appropriate Javamesel of permission and
apology (nuwun sewu) for crossing in front of somebne.

Besidesspiritual beliefs, suchcarefultreatment of the gamelanstruments also prevents
possible physical damage of the instruments.

Notation

Traditionally, one learns to playamelanaurally. This is a leaing process in which one
has to spend mudhime listeningto and observingyamelanperformance. Severalmusical
notations have beeimtroduced andexperimentedwith since the end ofthe nineteenth
century. In present-daylava,cipher notation is commonlysed as #&eaching device and
for analyses. Below are the traditional names of the pitches and their cipher equivalents.

Sléndro tuning system (see below), from low to high:
barang (1), gulu (2), dhadha (3), lima (5), nem (6)

Pélog tuning system (see below), from low to high:
penunggul (1), gulu (2), dhadha (3), pélog (4), lima (5), nem (6), barang (7)

Othersymbols: A dotabove a number indicatéise upper octave;below anumber, the
lower octave. A dot ithe place of aumber indicates a rest or sustaisedind. A dash
above a number, or numbers, indicates a fractional duration of the notes.

Tuning System

Most gamelannstrumentsare tuned todefinite pithes corresponding to twdinds of
tuning system(laras): five-tonesléndro andseven-tone pélog. Therefore, acomplete
gamelan set of forty to sixty instrumentsaidually adoubleset, thais a sléendrayamelan
and a pélog gamelan, although they are never played simultaneously.

% The name of theléndro set ofhe Wesleyamamelan iKyai Mentul [The Venerable Sir
“Bouncing’], and the pélog set is Kyai Pradhah [The Venerable Sir “Generosity”].

* Mantle Hood and HardjoSusilo. Music of the VenerableDark Cloud Los Angeles:
Institute of Ethnomusicology, University of Californid,967. Booklet accompanying the
recording of the same title.



Figure 1 Notation of balungan ladrang Pakumpulan, sléndro sanga (excerpt)
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Each tuning system is characterized by its intervallic patternsiéharo,the five intervals
consist of short and medium steps. Tifeerence between thievo intervals in sléndro is
so small that they are often inaccurately described as equal or nearly equal intervals.

Figure 2 Sléndro pitches and approximate Western equivalents

pitch pitchname Western-pitclequivalent]
1 barang alit D-

6 nem B

5 lima A-

3 dhadha F#+

2 gulu E

1 barang D -

Note: themissing pitch 4 doesnot represent a gapote.
uniformity with pélog (see below) in assigning numbers in one octave.

It is used fothe sake of



In pélog, although it has sevpitches per octave, sets fofe pitch positionsareused and
combined. Thus, the pélog intrvalsconsist of smallmediumand largesteps. Laras
pélog is also pentatonic, but consists of not ondhlree basic five-pth scales (see figure
3). A gendhing may use one oc@mbination of these scalesnlike sléndronarrow and
wide intervals in each of these scales are very apparent.

Figure 3 Pélog three basic five-pitch scales and approximate Western equivalents

Scale Scale Scale
I Il L
1 (penunggul)D# 1 (penunggul) D#

7 (barang) C#
6 (nem) B 6 (nem) B 6 (nem) B
5 (limd) A#- 5 (limd) AH- 5 (lim3) A#-

4 (pélog) A-

3 (dhadhd) F# 3 (dhadhd) F#
2 (gulu) E 2 (gulu) E 2 (gulu) E
1 (penunggul) D# 1 (penunggul) D#

To accommodate the use of these tlieses mostpélog instrumentare builtwith seven
pitches. For example, a pélog saron has a sequence of slabs with the ordering tones of

Usually, sléndroand péloggamelan of the samset sharea common pitch (tumbuk):

tumbuk 6 or tumbuk 5. In gamelan tumbuk 6two other pitchesre consideredhe same:
pitch 2 in both tunings and pitch 4 in pélog with pitch Sléndro. Ingamelantumbuk 5,

there are also two other pitches to be considereshtie: pitch 1 of bottunings and pitch
6 in sléndro with pitch 7 in pélog.

Within the parameters of sléndro and péleach gamelas tuned ina particular pattern of
interval sizes. Thus, anstrument from ongamelanset cannot be played in anottsat.
In other words, there is no standard tuning. This practice in ttimngamelamesults the
creation ofembat,nuance otemperament of gameldaning—eachgamelanhas its own
characteristics of overall sound.



Eachcomposition is composed in one thie three pathet or modehtegories. Pathet,
which literally means “torestrain”, is a system afategorizing theuse of tones. This
includes the hierarchicalse of tonescharacteristics of instrumental wocal idioms to be
used to approach these tones, and the rangees$ used in a composition. In sléndro the
pathet are pathet nem, pathet sanga, and pathet manyura. In pélog, pathet limzempathet
and pathet barang.

The progression of moodrom calm,solemn, omajestic tomorelively, is animportant
concept of the gamelgmerformance. Thereforéhe order of compositions (gendhing)
played in agamelanperformancefollows this moodprogression. Musicians will select
compositionswhose modeand moodcorrespond tahis mood progression. Besides
pathet, there areother factorswhich determine themood of a compositionirama,
performance technique, and musical structure.

Melodic Organization

The gamelan ensemble can be characteagaedusidbased on comuonal expression. The
melody of a singlenstrument cannot beonceived aseparable fronthe whole sound of
the ensemble. In identifying what they fitwdbe the mainmelody of acomposition,many
theoristshave been puzzled bthe differentlimitations of the melodicranges of the
instruments. Actuallythe feeling ofunity, communality, ortotality is based on the
interactions or interrelationshigenong thenstruments irthe ensemble. This ithe most
important concept dhe gamelarensemble. Téinterrelationships amoniipe instruments
provide our understandingpf how musiciansintuitively conceive ofthe melody of
gendhing as the resulf their own inner creativity abork. This melody as conceived by
the musicians is neveexplicitly stated on theiinstrumentsyet this imgicit melody is in
the minds of musicians. | call this melody the “inner melody” of gendhifach musician
has to coordinate his conception of the inner melaitty the range ohis or her instrument
and its performance techniquénencreating melodic patterrfer a gendhing (Sumarsam
1984).

In spite of thecomplex process in whichthe musicians conceive and expresstheir
melodies, gamelan instruments can generallgldsified acordingto their functions,into
three major groupings (see figure on page 8).

I. Theinstruments andocalist which carrymelody inboth ehborateand more simple
forms. This group can be divided into three groups:

a. Theinstruments and vocalists which represdabaratemelodies. Employing
wide melodic range, rebabgendérbarung, gambang, sindheand gérong
have the importantfunction of determining the melodic essence of
compositions.

b. The instruments whiclplay amelodic abstraction of agendhing (balungan)
within their one-octave range.

c. The instruments which melodically mediate between group a and b.

II. The instruments whichregulate musicatime: to set up theappropriatetiming for a
composition, control trasition, and signal the end of the piece.

[Il. The instruments which underline musical structure.



The following descriptions ofgamelaninstrumentsare arranged according tthe above
musical categories.

INSTRUMENTS OF THE GAMELAN: THEIR FUNCTION IN THE ENSEMBLE

[l. Time
Kendhang

P
rebab
gender barung
sindhen bonang barung slenthem
gérong bonang paneru demung
gambang peking saron barung
suling
gender panerus
celempung

I1l. Structure
|
|

gong
kenong
kempul

kethuk-kempyang




. MELODY
la. Elaborate Melodies

Rebab, awo-stringed bowedute. It has aeart-shapedbody of

wood (or a round-shapeblody of cocaut shell) covered by a

ey membrane made of parchméram cow bladder. Along wooden
spike is pierced througtime body, syportingthe strings atthe top,

|- and serving as a foot @ite bottom.The bras strings atretched up
across the membrane fronpaint onthe legjust belowthe body to

the elongated pegs in the uppert of thespike. Wherthe rebab is
bowed, a bridge (srenten) mudie positionedoetweenthe strings

'.\:;J and the upper part of the membrane.

Because theebabhas anelaborate melodynd a difficult playing

technique (i.e. the production of a cleaound,accuratantonation,

bowing technique, andhe position of fingers), the rebabplayer
must be anusicianwith years oftraining. As one othe leadinginstrumentsrebab is
consideredhe melodic leader of thensembleespecially in thesoft style of playing
gendhing. Inmost pieces,the rebabplays the introduction tothe gendhing. This
introduction determirge the gendhing, larasand pathetwhich will be played by the
ensemble. Thanelodic range of therebab constituteshe melodic range of any
composition. Therefore, the flowing melody of the rebab gives a clear directimaftow
of the melody of a gendhing. The sléndro gendhing move wiitleimange otwo octaves
and two notes:

2356123561235

The pélog gendhing move within the range of two octaves and four notes:
1 2345671234567 12345

In some gendhing the rebab gives musical cues to move from one section to another.

The strings ofthe rebab are tunei an intervalwhich is approximatelyequal to a fifth
(kempyung):nem (6) and gulu (2) in sléndro angélog gendhing, orlima (5) and
penunggul (1) in pélog gendhing, depending on the pathet of the gendhing.

—8 Gender, ametallophonewith bronze keys
. suspended by cords &nwooderframe, over
/,f"m.:u:; e ity tube resonators. It jglayed withtwo tabuh
& [ LAY, - of the disc type(i.e. padded disc which is
attached to the end ofstick). Thereare two
kind of gender: gendébarung andgender
panerus. The gendérbarung can have as
few astwelve or as many as fourteéeys,
encompassingnore thantwo octaves. A
sléendro gamelan has one gerat. The
pitches are:
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Note: some gamelan have gendér without the lowest pitch 6.

A pélog gamelan has two gender: the bem geadédthe barang gendér.The pitches of a
pélog bem gendér are:
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The pitches of a pélog barang gendeér are:
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The gendér pnerus istuned one ctave higher thanthe gendérbarung, thusgts lowest
section overlaps with the gender barung's highest section.

The melodic range of thrgeendér isnarrower han the fullmelodicrange of acomposition.
Therefore, the gender melody sometimes moves in the opposite direction to the melody of a
composition.

The gender playing tdmique(e.g. the technique of damping the keys), andeitshorate
melody require highly skilledmusicianship. The gendér barung is accepted as a
particularly importantinstrument inthe ensemblegspecially in thesoft playing style of
gendhing. Itspresencecreates thdullness or sonority othe ensemiel and reinforces
modal character (pathet) of gendhirf§ome gendhintpave abuka (introduction) which is
played bythe gendérbarung. Inthe shade puppet(wayang) performancehe gender
playerhas a demanding task to fulfillHe or she has to play in gendhing,salukan(a
kind of chantsung bythe dhalang, puppetterand ingrimingan (gender parts tdit the
mood of the scene while the dhalang narrates or gives dialogue).

Pesindhen ofSindhén, aemale “soloist” singer. The melody ofpesindhen is without
strictly fixed tempi. The pesindhensings her melodic p&ernsintermittently, especially
towards the end of melodic phrases. This is calledhénan bakor “main sindhén line”.
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A pesindhéenmight also sing near thebeginning of melodic phrases. This is called
sindhénan isén-iséor "optional sindhén line".

Example SindhénarladrangWilujeng, Sléndramanyura(excerpt,balunganand sindhén
part). The first half of the phrase is sindhenan isen-isen, the second half, sindhénan baku)

~

2 1 2 3 2 1 2 6
22 33 2 3 312 1 6
ya ra- ma-né Sendhang ar- ga
3 3 . . 6 5 3 2
12 3 61 6212 63 5322
go-nes Arga  a- it Karta- su- ra
5 6 5 3 2 1 2 6
66 12 6533 23 532 1 6
ya mas ya- mas Tan pra- Yyo- ga

~

2 1 2 3 2 1 2 @

33 25 31 216 6
Ngongaskenring wijil- i- ra

For sindhenanbaku, pesindhénsings apoetic riddle, called wangsalan. Each stanza
consists of four lines, alternating between four-and eight-syllable lines.

Example:

1. Sendhang arga Pool in the mountain (lake, in Javiég®e,

2. Arga alit Kartasura Themall mountain inKartasura(the name ofthis
mountain iswijil )

3. Tan prayga It is not proper

4. Ngongasken mringijil ird To proudly announce your background

As you can see irthe exanple, the first and secondines (usually describingeople,
animals, or things) point to other meaningéhe words implied by thérst two lines will
appear comiptely or incompletelyn the thirdand fourth ling, but in differentcontexts.
These lines usually contain moral ideas,akgression of themotion oflove, reverence to
the nobility, satire, or other subjects. Bimdhénarisen-isenpesindhéersings a word or
words such asama-rama(oh father),yamas(yes brother)radén (address to nobility),
kenes-nenegefering to a talkative girletc. If penggérong (see belogings, pesindhen
will use the text which is sung by penggérong.
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Penggérong ogérong, asmall malechorus—two ortthreemalesingers. The melody of
penggérong i fixed tempo. The penggérongingsalmostcontinuously;however, not
every gendhing has a gérong part.

Example Gérongan ladrang Wilujeng, Sléndro manyura (balungan and gérong part,

excerpt)
6 . 1 5 1 6
6 6 61 5 . 6 i 2 .312i 6
Pa- rab- é sang Sma- ra- ba- n ngu
3 5 6 1 6 5 3 2
3 3 32 i > 126 3 353 2
Se- pat dom- ba ka- i O-ya
6 6 1 5 1 6
6 6 61 5 . 6 i 2 .31i2i 6
A- j& do- lan lan  wong priya
i i 3 2 . 1 2
i 2 16353 2 353 3 . 121 6
Ngge- ra- meh no- ra-  pra- sa- ja

Although some gendhing have their own texts, the most common texts used by penggérong
are in thesalisir orkinanthi forms. Like wangsalangsalisir is also goeticriddle. The
difference lies in the number of syllables; its syllable-scheme being eight-eight-eight-eight.

Parabé sang Smarabangun The nickname of Smarabangun (iRriyambada)
Sepat domba kali Oya Big fish in the Oya river (i.egurameéh)

Aja dolan lan wongriya Don’t play around with a man

Nggeramehnora prasaja It irivial, but not proper

Kinanthi is oneof the macapasongs. Thdexts used bypenggérongnay tell us about
moral ideas, decrib@ature, a storyor puzzle, expresthe emotion oflove, or other
subjects.



12

Example

Kinanthi

Nalikanira ing dalu Once, in the evening

Wong agung mangsah semedi The honorable man (Rama) was meditating
Sirep kang bala wanara Silent was the monkey army

Sadaya wus sami guling They all have been sleeping

Nadyan ari Sudarsana Even Rama's brother Sudarsana (Laksmana)
Wus dangu dénira guling He has long been sleeping

In some sections of gendhing, penggérong will semgggakaror alok, employing aword
or words such asoooooogphakée dua lolg etc. Theseshort melodies ofstylized cries”
are meant to excite the mood of the piece.

q gt Gambang, avooden-xylophone witlseventeen

g:" - _.}- - to twenty one keysvith a range otwo octaves
,,réf’rf e s',e?fr'?‘ff{?{'j‘ or more. Theggambang iplayed withtwo disc
f’-{f LIS -ﬂrn-ad-f;‘" type beaters, whicthave long, horn handles.

J_,J’ Most of thetime the gambanglays in octaves
"‘ T (gembyangan). Sometimes,however, a
o kempyung (playing two noteseparated by two

keys), playing two notes separated by lseys,
and a few other ornamentationalstyles of
playing are substituted.

Like therebab,the melody of the gambanmgveals themelodic motion of thegendhing

because of its wideelodicrange. Théigh speed othe gambangart and itselaborate

melody require years of training to master.wayangperformancesbeside playing in the
gendhing,the gambang playealso plays inthe pathetarand sendhon (two kinds of
sulukan or chant sung by the dhalang).

Celempung, alucked-zither set offour legs. The two
:e""‘ 5 front legs are higher thahe two rear Igs. Therefore, the
g ':.*g'" instrument slopes downward toward the player. Its strings
e -.”-*:-;1" consists of thirteen pairs, stretched betw&entuning pins
. ; at the lower side of the instrument. The bridge is placed on
LU "*‘"‘**‘f_? the middle across the sound board (body of the
instrument). The celempung is played with thumbnails. In
addition, damping is required usitige other fingers right
hand fingers damp from belowhe strings, left hand
fingers damp above the strings.

The sound ofthe celempng enrichesthe total sound ofthe ensemble. The mostitable
use of celempugis in a kind ofchamber gamelan (gamelklenéngangamelangadhon,
gamelancokekan), or in a s@tan performance. Siter is similar to celempung bbts no
legs,and is smaller irsize. Siéran is an enser® consisting ofcelempung, sitersiter
panerus, siter slenthem, kendhang ciblon, and gong kemodhong.
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Suling, end-blown flute made of bambo®he sléndro suling
_:;;j: has four finger-holes andthe pélog, five. The suling
P encompasses range of more thatwo octaves. The lowest
o octave however, israrely played. Suling melodies are
/ characteristically played in freenythm. They are played
intermittently, usually towarthe end ofmelodic phrases, but
also at the beginning and in the middle of melodic phrases.

Ib. Melodic Abstraction

Among the many layers of melodies in a gamelasemble, there ismaelodic linewhich is
considered as the melodic skeleton or balungargeiahing. Balungan ishe abstraction
of the melody of @yendhing. Ingeneral, a group of saranstruments (see below) plays
balungan within the limitation of theranges. Basically,there ardwo kinds of balungan:
balungan mlakwandbalungan nibani Mlaku means “walking”;balunganmlaku expresses
the abstractiorf the gendhingmelodyclearly. Nibani, from the root word tiba, means
“fall down”; the notes of balungan nibani fall only at certain points. Within theséasic
categories, there are also a number of variants of balungan melgdgalungangantung
balungan rangkefbalungan ngrancaketc.

Example Balungan Mlaku Balungan Nibani
2326 2327 .2.1 .6.5
2327 2327 . 2 .5 .2 .1
2326 2327 2.1 .2.1
6765 3567 £2.1 .6.5

Slenthem, Demundsaron Barungand Saron Panerus
(Peking), commonly called by thegeneric name of
saron. They are metallophonesh six or seven bronze
keys placed on awooden frame which servesas a
resonator (except for the slenthem). Although the
slenthemhas the samenumber of keys asthe other
saron, its construction is similar to thattbé genér. It
is sometimescalled gendérpanembung. Thslenthem
with its large and thirkeys, providesthe lowest octave
of the saron group.The demung,which hasthick keys
(narrower thanthe slenthem's keys)provides the
medium octave of the saron group.

"-;._F:I‘_f*-'-"ﬂ'-‘-‘r:
i 1";3”[4“”“’1 y The saron barung, which htisck keys (narrowethan
e e the demung’s keys) providethe high octave of the
ot et

.-_u"" - '1_‘-\:';‘-;}.;'-"
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saron group. The sar@anerus or pekingyhich hasthick keys narrower thathe saron
barung, provides the highest octave of the saron group.

Sléndro saron Pélog saron

§12356i 112(3(4]5] 6|7

The distribution of of the sarons’ registers:

Sléndro(Note: Saron in some gamelan do not héve

Peking 6123561
Saron barung 6123561

Demung 6123561

Slenthem 6123561

Pélog

Peking 1234567
Saron Barung 1234567

Demung 1234567

Slenthem 1234567

The slenthem is playeadith a disc type tabuhjke gender tabuh but bigger size. The
demung andhe saron barungre playedvith woodenmallets, andhe saron panerus is
played with a mallet made of a horn. These four instruments are playetieviighthand
holding the mallet slanting a little to thight to produce &ll sound. (Thisdoes not apply
to the slenthem, which is struck with a vertical movement of the mallet) lefthendacts
as a damper by grasping the key vifthmb and forefinger.The damping ofthe keymust
be done at the santiene the righthand strikegshe nextkey. Exceptfor the saron panerus
(see pagd5-16),the saronfamily of instruments playshe balungan within theirange.
There areother techniquethrough whichthe sarons create interlockimtterns. These
techniques arpinjalan andimbal-imbalan

Ic. Melodic Mediators

Instruments andvocalists ingroup la expresselaborate and multi-octave melodies.
Instruments in group Ib play a melodic abstraction or the melodic skeleton of a composition
in simple rhythm and ithin the limits ofa one-octaveange. Bonangandsaron panerus

play melodies which offer guidance to the instruments in groups la and Ib, regarding

the melody of a composition.
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Bonang, two rows of horizontal gong-kettles,
placedopen sidedown, oncordsstretched over a
rectangular wooden-frame;the gong-kettles are
madefrom bronze. In acompletesléndro-pélog
gamelanset, there aretwo kinds bonang: bonang
barung and bonanganerus. Tésléndro bonang
barung hasten or twelve gong-kettles which
encompass twoctaves, or twmctaves and two
tones. The pélogbonang barung hafourteen
gong-kettles, encompassing two octaves. The bonang panerus is pitcloethgabigher
than thebonang barung; its lowestctave overlaps withthe bonangbarung's highest
octave.

Sléndro bonang Pélog bonang
6 |5 [3 | 2| 1] 2 416 | 5| 3| 2|1 41» 7
L2 |3 |5 |6 |1 712 | 35|64

In the pélog bonangdhe positions of tones 1 andafeinterchangeable, depending on the
pathet of the gendhing. The above setting is to be used for playing gendhing impathet
For gendhing in pathet lima, the player must switicth 1 with 1. For gendhing inpathet
barang, pitch 7 should be interchanged with pitch 1, and 7 with 1.

Occasionally, in Yogyanese gamelan,camplete gamelarset might have @onang
panembung.This bonang is one tavelower thanthe bonang barungits higheroctave
overlaps with lower octave of bonang barung.

The bonang is played with two long sticks padded with cord at the stekithgBasically,
there are thre&inds of bonangplaying techniquesgembyanganpipilan, and imbal-
imbalan On thebonangbarung, the gembyangan or ¢&ve playingtechnique is the
simultaneous playing ofwo tones one dave apart, played on evenoff beat of the
balungan(melodic skeleton ofgendhing)pulse. Thedne being played is the last tone of
each gatrgmetrical unit of four beats) ofthe balungan. Here the bonang panerus also
plays gembyangan technique, but difeerent rhythm thathe bonandgarung. This style

of gembyangan is played in lancaran (especially in irama lancar) and srepegan pieces.

Example gembyangan playing technique in lancaran piece (Note: the undérlined
gembyangan technique, an octave playing)

Balungan .3.5 .6 .5 .6 .5 . 1.6
Bonangbarung | 5 . 5 5.5 3 .3 2 .3
Bonang panerusf .5. 5 3 5. 55 5. 55 5. 55
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Pipilan or nipil literally means “to pickoff oneby one” or to play singl tones one at a
time. Inpipilan technique,the bonang barundgeadsthe saronplayer byanticipating or
giving melodiccues. The bonang panerus played using the same principle alsonang
barung, but at double the speed.

Example Pipilan bonang in the balungan mlaku (2321) and balungan nibani (.5.3)

Balungan 2 3 2 1
Bonang barung 232 .232. 212 .212.
Bonang panerus 232.232.232.232. 212.212.212.212.

Note: For astylized playing,g should be treated as rest :

232 ..32. 212 ..12.

Within the pipilanstyle, the bonangmay also usethe gembyangartechnique, but in a
different rhythm tha thegembyangan ithe lancarampieces. Theembyangartechnique

is used for gantungan (sustairstagle tone)melody inthe medium oihigh range. When

the gantungan melody i the low range,the bonangwill use the nduduk tunggal
(syncopated single tones) technique. Tgeenbyangan technigque and its variations may
also be usedbr melodies inthe high register which go beyorte highest pitches of the
bonang's range. It also serves to refine the flow of the bonang melody itself.

Example Gembyangan bonang in the context of the pipilan style

Balungan 6 6

Bonang barung
a simplified playing 6 66 .66 .. 666 .66 .

a stylized playing 666 . .6 . . 6 .

[))
L]
L]
[))

Bonang panerus
a simplified playing| 666.66..666.66.. | 666.66..666.

lon
(o))
oy

astylized playing | gee 66.66.66.66. | 66.66.66.6

|m

.6

oy

.6

Because of thanticipatory nature of theonangmelody inthe pipilan and gembyangan
technique, bonandespecially bonang barung)re consideredimportant andleading
instruments irnthe ensemble. The bonamayer muste a musicianvho is confident in
his or her playing of gendhing.

There isalso anothebonangplaying techniquecalled imbal-imbalar(*interlocking”), in
which the bonang barung and bonang panerus phgriocking patterns. In this imbal-
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imbalantechnique the bonang does ndead the saron, but creates a livelgckground
which adds to the excitement of the piece. Thus, the imbal-imbalan technique is played
during a gendhing or sections of a gendhing which are lively in mood.

Example Bonang imbal-imbalan

Balungan 2 3 2 1
Bonang barung .1.3.1.3.1.3.1.3| .1.1.1...1.1.1..
Bonang panerus 2.5.2.5.2.5.2.5 | 2.2.2.2.2.2.2.2.

3 2 1 6

.3.6.3.6.3.6.3.6| .3.5.6.1.215.1.6

5.1.5.1.5.1.5.1.| 3135616.31356166

Toward the end of the melodic phrases, the bonang might play a sekaran
("ornamentation"), as indicated in the second half of each phrase above.

Another instrument included in the group of melodic mediators is g@oerus. Although
the saron panerus has the same constructihre aemung and sardrarung (se@age 11-
13), its functionsdiffer. Its melody anticipateanddoubles or quadrupleke melody of

the balungan. It also often attempts to paraptireesbalungan in theontext ofthe melody
of a composition.

Example Peking

Balungan 2 1 2 6

Peking,
nacah lomba 2211| 2266
(double) -

Balungan 2 1 2 6

Peking,

Nacahrangkep |2 2112211 |22662266
(quadruple) s -

Balungan . 1 . 6
Peking,

Nacah rangkep 2233223322112211 | 3322332211661166
(paraphrasing the gendhing
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Il. MUSICAL TIME

Kendhang, a twdheadedasymmetricalrum onleatherhoops and
laced in &Y” pattern. Thekendhang is held haortally on the
kendhang stand arglayed withbare hands(part of palm and/or
fingers). Usually the small head is playedith the left had, and
the large head with the right.

The concept inMging the articulation oftime in the playing of

gendhing iscalled irama It is the concept concerning the

interaction of tempdfast, medium, slow)and densitylevel of
melodicintruments(i.e. the number of beats of thesestruments inratio with the basic
beats of the gendhing). It is the responsibilityttaf kendhang to sdétamaandlead tempi
(i.e. keep thesteadytempi, cotrol transitions to faster anslower tempi,and end the
piece). In the playing of gendhing in a particular irath&, drummer maget thetempo in
slow, medium, or fast speed, as l@awthe playersf melodicinstrumentsare comfortable
playing at thatlensity level. Howevemnvhenthe drummessetsthe speed scslow or so
fast, so that the melodic instruments must adjust their ddesdy/to eitherdouble orhalf,
the composition is considered to be played in a different irama.

Javanesgamelanrecognizedour different levels oframa:Irama | (lancar otanggung),
irama Il (dadi), irama Ill (wilet), and irama IV (rangkep).

Beside settingthe irdma in the danceand wayang performancéhe kendhang also
accompanies the movements of the dancempuppet. Because of theséunctions,
kendhang playing is a demanditagk, and thekendhang is considered to beimportant
or leading instrument in the ensemble.

There are four kinds of kendhang:

1. Kendhangageng (ageng—"large”), ithe largeskendhang. It iplayed inthose
gendhing or sections of gendhing which have a peaceful or majestic feeling.

2. Kendhangwayangan, a magm-sizedkendhangplayedfor the accompaniment of
the wayang performance.

3. Kendhang ciblon, a sraized dum used taaccompanydance. It isalso used in
concert music, where it plays rhythmic patterns derived from the dance.

4. Kendhang ketipungthe smallest drum. It is played in combinatiaith the
kendhang ageng.

There isalso another type of dm, calledbedhug. It is darge symmetricabarrel drum

with two nailed heads of the same diameter. The bedhug is hung on a stand (or placed on a
frame) and played with a beater. It is occasionally played in conjunction with other drum to
accompany dance. Itis also used in the gendhing which are played to welcome guests.

The kendhanguses a tuing which suitsthe kind of drum andthe drumming style to be
played. Its pitbes need natxactly agreeavith the pitches of the othénstruments in the
ensemble.
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Example Basic drum syllables and their notational symbols ( for kendhang kalih or
satunggal style)

DHAH/b

THUNG/?

KET/k

TONG/°

TAK/t

The sound prduced orthe edge of théarge head of ankendhangother

thankendhangketipung. Itis an operstroke, performed byfingers and
part of the palm.

1. The sound produced on the large head of kendhang ketipung. Itis an
open stroke, performed by index or thumb.

2. Thesound prduced orthe middle of the large heaaf any kendhang
other thankendhangketipung. Itis an openstroke, performed by
fingers.

The sound produced in the middle of the large head of any kendhang. Itis a

closed stroke, performed by the tip of the fingers, especially index, ring and
middle fingers.

The sound produced dhe edge of themall head of ankendhang. It is

an openstroke,performed bythe tip of thefingers, especially middle and
ring fingers.

The sound poduced onthe small heasf any kendhang. It is &losed

stroke, performed by fingers and parttbe palm. Theight hand dampens
the large head.

Example notation for kendhang kalih style (Yogyanese style), ladrang

ktP tPkt Pob kte
b otPp P bkt P b
ktP b tP | P P b P
bPktP b ktP b P

lll. MUSICAL STRUCTURE

Gamelancompositionsare composed in grqus of equalmetricalunits. The shortestunit
consists of foubasic beats and malledgatra(“embryo” or “semanticunit”). A gamelan

composition is als@omposed in onef severalstructures.

Thenumber ofgatra per
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gongan (see below) and the strokegohg, kenongkempul,andkethuk, secify each of
these gendhing structures.

Gong, large and medium
gongs hung on astand.
The largest hanginggong
(usually black) is called
gongageng(ageng—Ilarge),
and hasthe lowest pitch
among the gamelan. The
medium sized hanging
gongs are called gong
suwukan. Ifthere is only
one gong suwukan, it is
tuned to pitch 2 (gulu).
However, a gamelan set
may have two gong
suwukan. In sléndro
gamelan, they are tuned to 2
(gulu) and 1(barang). In a
pélog gamelan, they are tuned to 2 (gulu) and (rarely) 7 (bardhg)gong isplayed with

a round, padded beater.

e

The gong has an important function in the ensemble. It marks the beginning and end of the
pieceand gives deeling of balance after tHengestmelodic setion of agendhing. The

gong is so important in marking the fundamental unit of a gendhing structure thaithis

i.e. the space between two gong strokes, is called a gongan.

Kenong, aset of large horizontafjong
ketles placed, open sidedown, on a
rack. A completggamelarset usually has
asmany as terkenong. Sléndro kenong
‘ are2356 1, pélogenong 2356 7 1.
In the tumbuk nem gamelafwhere the
tuning of pitch nem(6) in the sléndro set
is the same as pitetem inthe pélogset),
- kenong 6 sléndro isiterchangable with
J ( 7 kenong 6 pélg. Kenong5 sléndro can
also be used as kenongpélog. In the
tumbuk lima gamelankenong 5 sléndro
is interchangablewith kenong 5 pélog.
Kenong 7pelog canalso be substituted
for kenong 6sléndro. Agamelan set
may, however, have fewer kenong. If so,sldro kenong will ugally be 56 i, and the
pélog kenong will be 56 7.

Kenong isthe next importaninstrumentafter thegong indelineating thestructure of a
gendhing. It divides the gongan into two or four kenong phrases or kenongan. Besides its
function to underlinethe musicalstructure,the kenong alsorelates to the melody of
gendhing. Itmay play the same note as th@&lungan;it may anticipate thdollowing
balungan note to guide the melodic flow; angy play a nte in a kempyunginterval with

the balungan note, to support the feeling of the pathet.
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In ayak-ayakan, srepegan, and sampak pieces, the kenong playingtigeiidesodicflow

of the gendhing. For xample, in srepegathe kenong isplayed on evenpeat of the
balungan, but the note it plays is the important note in each gatra. This fast moving kenong
playing of srepegan and sampak results in a tense musical feeling.

Kempul, small sized hanging
gongs. Acomplete gamelan set
J usually has as many as eight
kempul. Sléndrkempul are 3
56 i, and pélogkempul 356 7
I. A gamelan set may,
however, have fewer kempul
(sléendro: 5 6 i,pélog: 5 6 7).
The interchangability of pélog
kempul and sléndro kempul
follows thesamesystem aghat
of the kenong. The kempul is
played with around, padded
beater, a smallesize of the
gong-type beater. In fast moving kempul playing, damping with the beater is required.

Like the kenong,the kempulsubdividesthe melodicflow of the gendhinginto musical

phrases. It iplayed atpoints of secondarymportance in thegendhingmelody (the

kenong plays ahe primarily importanpoints). Inrelation to thegendhingmelody, the
kempul may play the same note as the balungan; ooedgjoit may anticipate the
following balungan note; sometimes, it plays a note which forms a kemjytemgal with

the balungan note, to enhance the feeling of the pathet.

In ayak-ayakansrepeganandsampakthe kempul is played orvery otherbeat of the
kenong. Especially in sgpegan andampakthe fast-movingkempul partcontributes to
the tense musical feeling.

Kethuk-Kempyang,two small horizotal gong-kettlesplaced,
\“"-c. ‘ open sidedown, on aack. Insléndrothe kethuk is tuned to 2
% (gulu), and thekempyang is tuned to (barang). In pélog, the
) kethuk is tuned to fnem),and thekempyang is tuned tbigh 6
] (two octaves above the kethuk).

The kethuk also subdides the melodicflow of gendhinginto

shorter musical phrases. In fasoving styles of kethukplaying
(sampak, srepegamyak-ayakanand lancaranpieces),the kethuk plays between the
balungan beats (i.e. off-beat). Therefore, it results in a rapid interlocking pattern.

Example Gendhing structure
Keys: 0 0 0 0 @hasicpulses(the pulses ofbalungan); G =Gong; N =Kenong; P =
Kempul; T = Kethuk; p = Kempyang

Ketawang

O 0 0 O O 0 0 O

p T p p T p N

O 0 0 O O 0 0 O

p T p P pTpN
G
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Ladrang
O 0 0 O O 0 0O O
p T p p T p N
O 0 0 O O 0 0O O
p T p P p T p N
O 0 0 O O 0 0O O
p T p P p T p N
O 0 0 O O 0 0O O
p T p P p T p N
G

Gendhing: Mérong kethuk 2 kerep

0O 0 0 O 0O 0 0 O 0O 0 0 O 0O 0 0 O
T T N
0O 0 0 O 0O 0 0 O 0O 0 0 O 0O 0 0 O
T T N
0O 0 0 O 0O 0 0 O 0O 0 0 O 0O 0 0 O
T T N
0O 0 0 O 0O 0 0 O 0O 0 0 O 0O 0 0 O
T T N
G
Inggah ketuk 4
0O 0 0 O 0O 0 0 O 0O 0 0 O 0O 0 0 O
p T p p T p p T p p T p N
0O 0 0 O 0O 0 0 O 0O 0 0 O 0O 0 0 O
p T p p T p p T p p T p N
0O 0 0 O 0O 0 0 O 0O 0 0 O 0O 0 0 O
p T p p T p p T p p T p N
0O 0 0 O 0O 0 0 O 0O 0 0 O 0O 0 0 O
p T p p T p p T p p T p |\C15

* The termgendhing haswo meaning(1). Genericterm for gamelancompositions.(2).
Name of structure aigamelarcomposition whichalwaysconsists of twamajor sections,
meérongandinggah
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Srepegan

O 0 0 O O 0 0 O
T T T T T T T T
N N N N N N NN

P P P P
G
O O O o O O O O O O O O O O O O
TTTT TTTT TTTT TTTT
NNNN NNNN NNNN NNNN
P P P P P P P P
G

.E:::?T:—' Kemanak, a pair dbanana-shapeidstruments. They are played
with padded stks, and areused inthe gamelan to accompany
ﬂi:—:b some of the bedhdy& and serimpi, genres of female court dance.

Keprak, a wooden-box aslit wooden-box. It isplayed in thegamelan to accompany
dance and direct the dancekseprak usuallyhas kepyak,hat is thredoronze pléeshung
loosely onthe keprak. Fordance accompanimerkeprak and kepyalkre playedwith a
mallet. In wayang performance, a larger kepyak is used. It is hung loosely on the wayang
box and kicked by dhalang's toes or small cempala (a kind of mallet) held betwtmsshis

The dhalang also strikes the wayang box with a bigger cempala.

Kecer, aninstrumentconsisting oftwo pairs ofsmall cymbals. One pair is permanently
fixed in a wooden frame, and is strughkh the othermair. This kind ofkecer is played in
the gamelarto accompanywayang performance.There arealso otherkinds of kecer,
found in the archaic gamelan ensemble. They are played with mallets.

Social and Performance Context

Besides its independent functi¢ire. klenengan, gamelanperformance to be heldr its
own sake),gamelan is an essential accompaninfentdramatic foms, such as dance,
dancedrama,and wayang performance/Nhether accompanyingtheatricalform or not,
gamelan isperformed in Javan many differentcontexts. Th most common involve
gamelan in ritual celebratiofs.g. weddingeceptions, circumcisionsjllage ceremonies,
etc.). As history has ewad and technologgdvancedpther contexthave beercreated,
such agerformancegor independenceéay, broadcastérom radioor television stations,
etc. Occasionally, there is also an infortffjain” sessiorwhich issponsored bgamelan
patrons or connoiseurs. At any rate, the concept of a "music concert” in which the music is
listened toattentivelyand in whichthe separation betweethe performer andaudience is
reinforced, is stillalien in gamelarperformance irpresent-day Ja. Gamelan is to be
enjoyed and appreciated, rather, as a part of ritual celebrations.

One of thecharacteristics ofamelanmusic is thewide range of itsdifficulty, both in
playing technique andepertoire. Orthe one hand, one cdearn to playthe simplest
instrument and melodic and rhythmic structure geadhing, so that he or shan master
it within a short time. On the other hand, one must go through yeaxpeifience irorder
to play themost ehborateinstrument andhe most sophisticatednelodic and rhythmic
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structure of agendhing. For this reason,gamelan is accesible to a variety of groups at
different levels and with different purposes. Theregammelanclubs, for example, whose
function is social rather than professional, saslgamelan clubsf post-officeemployees,
gamelanclubs of doctors’ wives, angamelanclubs of the army, amongothers. Apart
from these infanal gamelanclubs, there areprofessionalgroups, suchas the Radio
Republik Indonesia(R.R.I.) gamelan group. Gamelaaiso has anmportant role in
education. There are gameldessons in schooland collegs; there aralsoschools and
academies of gamelan.
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Glossary

alok: lit., ‘to shout/yell’. Shortvocal phrases ofndefinite or indeterminate pitdnserted
within a gendhing to enhance the mood.

arang: lit., ‘infrequent, sparse’. Refers tothe kethuk marking ofgendhingstructure:
‘kethuk 2 (or 4) arang (awis)'.

ayak-ayakan structure ancdhame ofgendhing as it isletermined byts melody and the
position ofgong, kempulkenong,and kethuk. Each pathehas itsown ayak-
ayakan.

balungan: lit., ‘skeleton, frame’. Melodic abstraction ofgendhingplayed byslenthem,
demung, and saron barung.

balungan mlaku: stepwise balungan in whicthmere areno regularrest as in balungan
nibani.

balungan nibani:balungan characterized by alternating ciphers and rests, e.g., .2.1 .6.5 .

barang: one of thetones ofthe gamelan. Inthe Kepatihansystem of notation,
sléndro,tone barang = 1; pélog,tone barang = 7.

bedhaya a classic dance dhe palaces oBurakarta andfogyakarta. It is performed by
seven or nine women dancers. Historically, it is also performed by boys.

bedhug a large pegged drum suspended from a rack and played with a padded mallet.

bem: 1. one of thetones ofthe pélogtuning system,bem =panunggul = 1; 2. a deep-
sounding, right-hand stroke of the kendhang ageng.

bonang a rack of ten, twelve dourteensmall horizontallysuspended gongsranged in
two rows.

bonangan the loud playing style of gendhing in which the bonang is the principlddic
instrument.

bonang barung a mid-range of bonang gongs.

bonang panembung a low-range, larger set of bonang gongs.

buka: the opening phrase or introduction of a gendhing.

demung the large-sized, low-register saron.

dhadha one of the tones of the gamelan scale, dhadha = 3.

dhalang: the puppeteer in the wayang performance.

embat the nuances or of a tuning system.

gambang a xylophone with wooden keys.

gamelan generic term for ensemble.

gantungan lit. ‘hanging”. Sustaining melody.

garap: way of working or fashioning melodies by the elaborating instruments.

gatra: lit., ‘embryo’. A metrical unit of gamelangendhing medng four beats usually
manifested as strokes of the saron.

gembyang an octave.

gembyangan a playing technique involving octave playing.
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gendeér. 1. an instrument with 10 to 13 thin bronkeys, eachsuspended over t@be
resonator. 2. gender barung.

gender barung the middle-sized gender usually referred to simply as gender.

gender panerus the smallest, highest-pitched gender.

gendhing 1. a generic term for any gamelan compositidnthe designatioaf a class of
formal gamelanstructurescharacterized by relatly greaterlength (minimum
kethuk 2 kerep) anthe absence déempul,and consisting of twonajor sections-
meérong and inggah.

gendhing bonang gendhing in whichthe bonang plays introductiothe bonang is the
principal melodic instrument, and the other elaborating instruments do not play.

gérong a unison male chorus which sings with a gamelan.

gérongan the part for male chorus sung with the gamelan.

gong: 1. ageneric termfor any kind of veically suspendedjong, especially large- or
medium-sized hanging gong. See gong ageng and gong suwukan.

gong ageng(gedhé): the largest hanging gong.

gong suwukan a medium-sized hanging gong

grambyangan a melodic unit indicating theathet,played bythe gendér orbonang to
alert the players before the beginning of a piece.

grimingan: the playing ofragments ofsulukan orthe gender in avayang performance,
indicating pitchand pathet rgister to thedhalang and tsupportthe moods of the
scenes.

gulu: one of the tones of the gamelan scale, notated 2 in the Kepatihan system.

imbal (imbal-imbalan): a style of playing in which two indeaél or similarinstruments
play interlocking parts forming a single repetitive melodic pattern.

inggah: the section of a gendhing which follows a mérong.

irama: 1. tempo. 2. refers tthe differenttempo relationships within agongan or
gendhing. It ighe expanding anaontracting ofstructuralunits andthe degree or
level at which the gatra is subdivided (or filled in).

karawitan: gamelan music and associated singing.

kecér: cymbals, hit with mallet or to each other.

kemanak: a smallbronze instrumenin the shape of éhollow bananaslit on oneside,
held in the left hand and struck with a mallet held in the right hand.

kembangan see sekaran.

kempul: a small hanging gong.

kempyang one or two small horizoltally suspendedgong(s). Also see kethuk-
kempyang.

kempyung: an interval separated by two pitches or keys.

kendhang a generic ternfor “drum.” It is two-headed drunplaced horizontally on a
wooden frame and played with bare hands (fingers and palm).

kendhang agengthe largest of the kendhang.

kendhang ciblon: a medium-sted drum for lively drum playing andfor dance
accompaniment

kendhang kalih: lit., ‘two drums’. Thedrum style played olkendhang gendhing and
ketipung.

kendhang satunggal lit., ‘one drum’. Thedrum style played orthe kendhang
gendhing alone.

kendhang wayangan 1. the drum used taccompanywayang kulit,slightly largerthan
the kendhang ciblon. 2. the style of drumming used to accompany wayang kulit.

kenong a large, horizontally suspended gong.

kenongan 1. a section ofa gonganmarked athe end by a&troke onthe kenong. 2. a
style of playing the kenong.

Kepatihan: a system ofcipher notatiordevisedca. 1900 athe Kepatihan irSurakarta,
based upon the Galin-Paris-Chevé system of 1894.
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keprak: a small woodenslit gong, or box,struck with a wooden mallet to direct or
accompany the dance movements.

kepyak: a set of three or four bronze plates moumieé box and strucky a dhalang, or
a keprak player (in the dance performance), with a wooden mallet.

kerep: lit., 'frequent, at short intervals'. Refers to the spacing of the strolkhe kéthuk
in a gendhing, indicating its formal structure.

ketawang one of the formal structures of gendhing.

kethuk: a small horizontally suspended gong.

ketipung: a small drum used in conjunction with the kendhang ageng.

kinanthi: one of the macapat sung poetry.

ladrang: one of the formal structure of gamelan gendhing.

lancaran: a formal structure of gamelan gendhing.

laras: 1. tuning system. 2. pitch.

lim&: one of the tones of the gamelan scale, notated as '5'.

macapa: poetic meters and associated melodies.

meérong: the first sedbn of a formal structure ajendhing whichcannot be playedlone
(must be followed by an inggah).

mipil : a style of playing bonang. See pipilan.

panunggul: one of the tones of the pélog scale. In Kepatihan notation, panunggul = 1.

pathet: a model classification system implying tonal rangelodic patterns,and principle
notes.

pathetan: one of the categories sbngs(sulukan) sung by ahdlangduring a wayang
performanceaccompanied byebab, gender, gambangnd suling. Pathetan are
often played by the instrumerdsone agreludes oipostludes to gendhingutside
the context of a wayang performance.

pélog 1. the uning system in whichthe octaveis divided into sevennonequidistant
intervals. 2. one athetones ofthe pélog tuningystem. InKepatihannotation,
pelong = 4.

penggérong see gerong.

pesindhen 1. the solo female singer in the gamelan.

pipilan: 1. agendér technique in whictine tonesare notstruck simultaneously, but in
succession, producing a single melodic line. 2. see mipil.

rebab: two-stringed fiddle. In a complete gamelan there are two rebab.

salisir: a poetic meter sung by the pesindhén.

sampak tructure and name of gendhing as itledermined byts melodyand theposition
of gong, kempul, kenong, and kethuk. Each pathet has its own sampak.

saron: a metallophone whose keys rest on a low trough resonator.

saron barung the middle-sized, medium-register saron.

saron demung the large-sized, low-register saron. Also known as demung.

saron panerus the small-sized, high-register saron.

saron peking see saron panerus.

senggakan nonsense syllables inserted within thain vocal melodyf a gendhingsung
by members of the gérong. They may be one, two, or four gatra in length.

serimpi: a ceremonial dancgom the Central dvanese couttadition usually performed
by four females.

sindhén 1. see pesindhén. 2. songs sung by the pesindhen.

sindhénan songs sung by the pesindhen.

sindhenan baku: ‘basic’ sindhénan-sindhenan which hhs same importance as any
other instrument of gamelan.

sindhenan isen-isén short phrases sung kife pesindhén atunstressed positions
within a gendhing.

siter: a zither.

sléndro: the tuning category iwhich the octave is divided into five intervalghich are
more uniform than those of the pélog category.
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slenthem alarge-keyedsingle-octavanetallophone, tuned one tage below the saron
demung, whos¢hin keysare suspendedver bamboo orzinc resonatorggendér
family).

srepegan tructure andname ofgendhing as it igletermined byits melody and the
position of gong, kempul, kenong, and kethuk. Each pathet has its own srepegan.

suling: a vertical bamboo flute.

suwuk: end or ending.

tabuh: 1. mallet for striking instruments of the gamelan.

tumbuk: the commortone ortonesbetween garticularsléndrogamelanand aparticular
pélog gamelan.

wangsalan poetic riddle.

wayang: lit., ‘shadow’. 1l.wayang kulit. 2. ayeneric termreferring to anytraditional
dramatic performance accompanied by gamelan.

wayang kulit: 1. a shadow puppet performance, traditionally accompanied by a sléndro
gamelanand depictingstories fromthe Mahabharatand Ramayana epics. 2. any
shadow puppet theater, e.g., wayang gedhog or wayang madya.



