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PREFACE

Judith Becker

The last millenium of Javanese civilization was a period of prolific
literary activity. 1In his three-volume annotated catalogue of Javanese
literature from 900 to 1900 A.D., Pigeaud has included tens of thousands of
entries grouped under four general categories: Religion and Ethics; History
and Mythology; Belles Lettres; and the final potpourri category, Science,
Arts, Humanities, Law, Folklore, Customs, and Miscellanea. Many of these
texts were written in Javanese poetic meters and were intended to be
recited, chanted, or sung aloud, for oneself or for an audience. While
references to music, to gamelan, to dance, and to song are frequent, texts
dealing specifically with the history or craft of music are rare. The most
famous of the references to music, from the nineteenth~century manuscripts
Panji Semirang, Sastra Miruda, Pustaka Raja, and Serat Centhini, are
discussed in volumes 1 and 2 (Poerbatjaraka, Warsodiningrat,
Martbpangrawit, Sindoesawarno). With the exception of the aforementioned,
if an old manuscript includes a section about music, it will most likely
give only the titles of gendhing appropriate to accompany particular scenes
in a wayang performance (Pigeaud 1967[2]:51, 80, 417, 690). Writing whole
treatises exclusively about gamelan, dance, or tembang is a twentieth-
century phenomenon which seems to have been stimulated by the interest of
Dutch scholars and more recently by the establishment of Western-style
conservatories of music., Books, articles, and manuscripts about karawitan
are now plentiful and have become a necessary adjunct study for the Western
student of the gamelan tradition. The texts included here were written
over a forty-five-year time span (ca. 1930-1975) and were selected by the
editor and translators from articles and manuscripts to which we had access
during the period 1969-1978.

The men who wrote these texts were well acquainted with the long
Javanese tradition of historical, literary, and didactic scholarship in
which certain kinds of questions are asked and certain other kinds of
questions are not asked. The particular assumptions of their literary
tradition mold the ways in which they think, talk, and write about music.
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We, the translators, come from a different scholarly tradition with our own
presuppositions and criteria of evaluation. The author's subjectivities
are translated and filtered through our own subjectivities, resulting in a
body of texts which cannot presume to be objective. We are presenting
interpretive scholarship: our interpretations of the interpretations of our
authors about gamelan music.

In preparing these manuscripts for an English-speaking, primarily
Western, late-twentieth-~century audience, we are removing them from their
context, from the intentionality and language of their authors. In so
doing, we have "broken their moorings from the psychology of their authors"
(Ricoeur 1971:534). But these are old problems, well known to generations
of literary critics and translators, which nonetheless continually reveal
new facets and new solutions to those undeterred by the awesomeness of the
undertaking.

In like manner, we have not hesitated to pursue this utopian task with
high enthusiasm and strong confidence in the worthiness of our effort. We
have severed the ties of these manuscripts to a particular time and place,
enlarging their horizons to include an international scholarly community.

The essential vocation of interpretive anthropology [musicologyl

is not to answer our deepest questions, but to make available to

us answers that others . . . have given, and thus include them in
the consultable record of what man has said. (Geertz 1973:30)

"The consultable record of what man has said" often needs to include
more than simply the text in focus. A discussion of the manner of the
saying, the intention of the author, and the tradition within which he
wrote can help to bridge the ravine between distant texts and their readers
(Becker, A. L, 1979:211-43). These authors did not all have the same
audience in mind, nor did they write at the same time, but in one respect
they are similar; they share a particﬁlar attitude toward the writing of a
text, a presupposition about scholarship itself. The texts are not
"original™ in the sense that their authors are putting forth ideas and
interpretations that are unique or lacking roots in traditional thought.
Rather, it is accumulated wisdom that is presented here, the scholarly
aspects of karawitan (the combined vocal and instrumental music of the
gamelan), which have been preserved and transmitted primarily as oral
tradition, but also through manuscripts. Java, until the twentieth
century, belonged to a chirographic tradition, that is, a manuscript
tradition with its own "noetics," or the system of shaping, storing,
retrieving, and transmitting knowledge (Ong 1977:96). Many of the authors
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of these texts cite earlier manuscripts, many refer to the teachings and
writings of other scholars, and nearly all, at one point or another, pay
homage to the ancestors from whom they received the gamelan tradition. The
author of a traditional Javanese text is often rewriting a previous text or
texts. Sometimes an author will cite his sources (see Sulaiman
Gitosaprodjo in this volume); more often they need not be mentioned. It is
expected that readers will share the scholarly assumptions of the authors.
A comparison of the texts, Noot Gendhing lan Tembang, attributed to Paku
Buwana X, and Wedha Pradangga, by Warsodiningrat (see volume 2), underlines
the continuity of a manuscript tradition as well as the uniqueness of each
author's treatment of a prior manuscript. Both authors follow the
coherence system of the chronograms called candra sangkala and both cite
the prior text, Sastra Miruda. But, even within a scholarly tradition in
which originality and individuality are not highly valued, and in which
practice must find precedence in the past, the particular mind and
personality of the author still inevitably surfaces. The contrasting
interpretations and styles of three successive teacher-student generations,
Warsodiningrat-Martopangrawit-Sumarsam (see volumes 1 and 2), point again
to the facet of individuality within the continuation of a tradition.

The literary background of all these manuscripts, the tradition from
which they derive and to which all show clear ancestry, is the Javanese-
Balinese chirographic tradition, the lontar tradition. "Lontars" are
traditional palm-leaf manuscripts produced in Java until the nineteenth
century and still produced in Bali. Texts dating back a thousand years
have been preserved by repeated "copying," which also includes editing,
borrowing, adding, and rearranging. In contrasting the noetics of "fixed
form" printed books with the chirographic noetics of Bali, Zurbuchen has
this to say:

. . . each new copy of a lontar is rather like a new "edition"
from the point of view of the copyist, who may make alterations,
substitutions, and deletions as his own knowledge and experience
dictate. Balinese scholars will sometimes look over a number of
manuscripts of a work and engage in "horizontal borrowing" in the
creation of a new copy . . . this borrowing, sometimes called
"contamination” by critical editors . ., . can effect all levels
of the text from spelling and word-grouping to large sections of
content. In typographic tradition, books are standardized
containers of knowledge; the verbal entities within them must be
identical between copies, indexable, citable, and referenced when
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quoted. In the case of Balinese lontars, elements can more or
less freely be reshaped, excerpted, expanded, condensed, and
otherwise altered. (2Zurbuchen 1981:127)

Even though the manuscripts presented here appear with the format of a
typographic tradition, the authors are more strongly influenced by their
own literary heritage (the lontar tradition), with its copyist perspective,
than by Western traditions of scholarship. In Serat Sulukan Slendro, by
Probohardjono, the combination of technical information, religious lore and
ritual, linguistics, and history is in no way meant to be original and is,
as the author says, "Selections from oral and written knowledge for the
student dhalang." 1Its sources are multiple, its author a teacher who has
compiled his information to facilitate transmission. He is not the
"author" of the information.

An organizational device which appears often enough in these texts to
suggest a culturally conventional way of writing about karawitan is the use
of numbered categories, each followed by a discussion. The categories
themselves are fairly consistent, usually including the following:

1. instruments/gamelan

2., laras
3. pathet
4, 1irama
5. gendhing

The order and contents of these categories are freely "reshaped,
excerpted, expanded, condensed and otherwise altered" (Zurbuchen 1981:127).
Some authors add other categories such as ethos and notation
(Gitosaprodjo), developments (Purbodiningrat), cengkok and style
(Sindoesawarno 1955; see volume 2), instruments and garap (Sindoesawarno
1955) or lagu (Martopangrawit).

Another trait shared by some of these texts, and also shared with the
Javanese~Balinese lontar tradition, is organization around various areas of
expertise of the author rather than an abstracted, unifying topic.

In many cases, a lontar seems less a replica of one work in its
entirety and more a personal collection or compendium of one
person's knowledge and interests. {(Zurbuchen 1981:127)

This method of cohesion is particularly striking in the manuscript of
Martopangrawit which presents a theory of pathet and laras from the



Preface xiii

perspective of a gendér player rather than the more usual theoretical
abstractions of both Javanese and Western theory.

In addition to the stylistic and organizational conventions which
these texts often share with the lontar tradition, they sometimes include
the same formulaic devices. The formal apology and self-deprecation of the
author, called pangaksama (from Sanskrit ksam 'to forgive, be patient')
link these texts to the literary conventions of 0ld Javanese poetry and
present-day rhetorical style as well. In the kakawin tradition, the
pangaksama is one of several boundary markers and may occur at either the
opening or the closing of the text. Compared to this instance of a
fifteenth-century kakawin pangaksama,

But I myself am far from being endowed with the talent of
composing sweet-sounding words in verse,

For how could I achieve all that a poet longs for,
exceedingly dull as I am?

Thus indeed I cannot but incur the utmost derision of others;

My one hope, however, is that this may succeed in being an
aid in my search for the Absolute.

(Teeuw et al. 1969:69, translation of canto 1, v. 3)

the apology of Sindoesawarno is closer to the expectations of twentieth-
century scholars,

Informed readers will freely add and subtract, alter and contest,
or completely throw out these theories and replace them with new
ones. (Ilmu Karawitan; see volume 2)

But, the spirit of personal modesty and humility is consistent in both.

Within recent history (ca.1750-1875 A.D.), Surakarta was the scene of
a literary renaissance under the rulers Paku Buwana III-VII and Mangku
Negara IV-V (Drewes 1973-1974:199-215). Descendants of the great literary
figures of the nineteenth century still reside in that city. Given the
circumstance that the Akademi Seni Karawitan Indonesia (ASKI) is situated
in Surakarta, it is perhaps not surprising that the preponderance of
contemporary musical texts were written there., Two of these texts, Noot
Gendhing lan Tembang and Wedha Pradangga (a history of gamelan traditions
and compositions from the perspective of the Surakarta court), reiterate
the chronological framework found in the nineteenth-century text Pustaka
Raja, by the poet R. Ng. Ranggawarsita, in which he "fills in" the history
of Java from the end of the Mahabharata (whose heroes are considered
ancestors of Javanese kings) to the time of the rise of the East Javanese
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kingdoms in the twelfth century A.D. Each date given, in the form of a
candra sangkala, provided a story with key words and numbers which
themselves could be used as objects of contemplation and from which
insights into hidden realities might be extracted (Becker, J. 1980:231). By
the use of candra sangkala, these authors evoked a period of Javanese
history when sacred knowledge, literature, and history were transmitted
through private study and the oral recitation of lontars.

Another manuscript whose antecedents are deeply rooted in pre-Islamic
Java is the Wedha Pradangga Kawedhar by Sastrapustaka. The association of
the names of the first three keys of the gamelan instruments with parts of
the body suggests the Tantric doctrine of the subtle body and its important
cakra points located in the head, the neck, and the chest. Assigning names
associated with the five sense faculties and six perceptions (rasa) to the
remaining two keys also relates to earlier Buddhist traditions in Java
(Campbell 1974:330-31; Zoetmulder 1974:180-81).

Most of the manuscripts were written for the purpose of communicating
to students. Those of Gitosaprodjo were written for his students in
Malang, East Java, during the 1960's and early 1970's (before the advent of
cassette recordings and television and far from the centers of Central
Javanese traditions), and for students (like many Western students of
gamelan) with no direct access to the performance and scholarly traditions
of Surakarta and Yogyakarta. Others, such as the texts by Warsodiningrat
and Martopangrawit, were written for students at KOKAR (Konservatori
Karawitan Indonesia, now Sekolah Menengah Karawitan Indonesia--SMKI) and
ASK1, the secondary- and college-level institutes for the study of Central
Javanese music, whose students are often very knowledgeable as well as
proficient musicians. Gitosaprodjo conveys basic information (derived from
his teachers at KOKAR), while Martopangrawit sometimes explores the limits
of the knowable in karawitan. The manuscript closest in style of
presentation to the expectations of a late-twentieth-century audience is
Inner Melody in Javanese Gamelan, by Sumarsam, originally written in
English., A comparison of the style of this manuscript with the one
attributed to Paku Buwana X illuminates the different assumptions that
inform scholarship from different traditions.

Two basic transformations have been performed on these texts by the
consultants, translators, and editors: the process of translating itself
(see "Preface," by A. L. Becker, volume 2); and the process of changing the
format of the texts from a chirographic tradition to a printed-book
tradition. Aas editor, I have imposed standardization of spelling and word
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division, and a system of capitalization not present in the originals.
Though providing clarity and conforming to one of the most rigid
constraints of printed-book technology, this standardization also
eliminates certain features that associate the texts with a particular time
and give them a tone of elegance or old-fashioned quaintness. Javanese
script, derived from the Pallava script that spread from South India
throughout Southeast Asia, has no word division. When Javanese script is
transcribed into Romanized script, word divisions are added. While all the
texts here were originally written in either Romanized Javanese or
Indonesian, the names of places, mythological or historical people, and
names of gendhing and sekar do not have an official Romanized form.
Different authors will choose different alternatives, For example, the
name of the gendhing Gambir Sawit in Javanese script looks like this:

0/ <@
W?/MM/DM{I)/
[27]
Modern writers using Romanized script may choose any of the following
alternatives: Gambirsawit, Gambir-sawit, Gambir-Sawit, or Gambir Sawit. No

one form is more "correct"™ than another, but they do differ in
"archaicness,” that is, closeness to Javanese script.

In our translations, word boundaries are marked with a space even if
they were not marked in the original or were marked with a hyphen. The
reason for this choice is to help those with only a little knowledge of
Sanskrit, 0ld Javanese, or modern Javanese to decipher the component parts
of names of gendhing, names of gamelan, and technical terms. However,
compound words joined by sandhi (letter fusion) are not separated, e.g., a
lokananta (from loka plus ananta, or loka plus nata); nor are compound
words joined by an epinthetic nasal, e.g., asmarandana (from asmara plus
dana). Hyphens are retained only for reduplicated words, e.g., abon-abon,
and for complementary pairs such as padhang-ulihan.

Transliteration from Javanese script also involves the choice of a
spelling. The open-sided, square, pillared, audience hall of traditional
Javanese nobility may be spelled pendapa, pendapa, pendhapa, pendopo,
pendopo, or pendhopo, depending upon whether ihe palatalized d is marked by
dh,-by d, or not marked at all, and whether the sound o (aw) is spelled
with o ér a. Another kind of variation can occur in the use of a Javanese
or Indonesian spelling of a word, such as panerus rather than penerus,
suggesting a reverence toward the subject, or a preference for Javanese
spellings--often a clue to the age of the author or the time the text was
written, For example, those writers who consistently use badhaya, rather
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than bedhaya, convey a guaint antiquity. (The variants bedaya, bedaya,
bedhoyo, bedoyo, and bedoyo have been eliminated from these texts.)

A few variants have been retained, in some cases because both are
common and in others because the variations in spelling may partially
determine their meaning. For the vast majority of untranslated technical
terms, and for spellings of names and places, we have eliminated all
variations but one. The spelling conventions followed here conform to the
decisions of the Indonesian government spelling reform of 1972 and the
unofficial Javanese spelling standardization used in Javanese-language
newspapers. The sound formerly written d is now dh, (palatalized d); t is
now th (palatalized t); oe is now u; dj is now 7 (as in judge); tj is nov ¢
(as in church); and the sound ['o ], formerly written o, a, or a, is now
written a. Exceptions to this policy are the names of living authors who
have not modernized the spelling of their names, e.g., “"Gitosaprodjo"
rather than "Gitasapraja"; or deceased authors whose names appear in
library catalogues under an older spelling, e.g., "Poerbatjaraka" rather
than "Purbacaraka." In Romanized Javanese the letter e represents two
phonemes. Unmarked e is pronounced [ s ]. Marked e represents two
allophones: e is [e] and & is [ € ]. Our guide for the use of diacritics
is the Javanese-Dutch dictionary by Pigeaud (1938).

The policy concerning capitalization is to try to indicate to the
reader for whom all these terms are new the degree of their specificity or
generality. For example, when a category of gamelan is referred to, lovwer-
case letters are used, e.g., "gamelan kodhok ngorék." When a particular
set of instruments is meant, capitalized words and italics are used, e.qg.,
"Gamelan Guntur Sari." Sometimes a string of generalized category-terms
precede a specific name, in which case only the specific name is
capitalized, e.g., "sekar" (song), "macapat" (metric-melodic category),
"dhandhang gula" (more specific meter-melody), and "Lik Suling" {(name of
song). A special problem presents itself with the terms ayak-ayakan,
srepegan, and sampak, which are used as terms for generalized categories
and also as specific pieces. Usually it is clear from the context which is
meant and we have indicated our judgement by lower- or upper-case letters,
e.g., "the gendhing ayak-ayakan, srepegan, and sampak are used for the
accompaniment of wayang. . . ," or "Srepegan, slendro pathet nem is used in
the first part of a wayang performance.” One could argue that even
"Srepegan, sléndro pathet nem" represents a category rather than a specific
piece, but that is true only from an abstracted overview, looking at all
the variants of "Srepegan, sléndro pathet nem." Each author generally has
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a specific srepegan in mind when he speaks of "Srepegan, sléndro pathet

nem.

Many terms in Indonesian and Javanese may be unmarked for singular or
plural. Rather than add the English plural marker s, we have decided to
retain the original form of the word as both the singular and the plural
form, for example, "the many gamelan found in the kraton. . . ." as well as
"a gamelan may consist of as many as thirty instruments.”

Any term, phrase, or sentence enclosed within brackets has been added
for clarification by the translator and is not part of the original
manuscript. Any term, phrase, or sentence enclosed within parentheses is
part of the original manuscript. If the word in parentheses is English,
the author enclosed the equivalent passage or word within parentheses. If
the word in parentheses is Indonesian or Javanese, the translator has added
the original passage immediately following the English translation; when a
passage is ambiguous or a word has multiple meanings, the original has been
added for the benefit of those who can read it.

For the convenience of the reader, Javanese cipher notation appearing
within the texts has been standardized. Unless otherwise indicated, G =
gong and kenong struck simultaneously, N = kenong, and t = kethuk, Cyclic
units are enclosed within brackets.

The translation and preparation of these materials for publication has
been a cooperative effort in which several individuals were involved with
every text--the translator, the editors, at least two consultants, and
sometimes the author as well., Often, one or several of these persons made
significant interpretive comments in the form of footnotes. Thus, we may
have four or more sources for footnotes in a single manuscript.

The important role played by our assistant editor, Alan Feinstein, and
our consultants, A. L. Becker, Sumarsam, and Hardja Susilo, is not
discernible from a scrutiny of the table of contents. Either Sumarsam or
Hardja Susilo examined each translation, line by line, checking it against
the original. Alan Feinstein painstakingly rechecked the original against
each translation, As a result, passages in every manuscript were
rewritten, A, L. Becker provided decisions, counsel, suggestions,
warnings, and encouragement at every stage in the preparation of these
texts. Without the efforts and patience of these fine scholars we would
have far less confidence in the work we have produced.

By applying her considerable editorial talents to these manuscripts,
Janet Opdyke, publications editor at the Center for South and Southeast
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Asian Studies, transformed the ragged efforts of scholars into
professionally formatted volumes. R, Anderson Sutton and Susan Pratt
Walton contributed unstintingly of their expertise in the final editing of
several sections of these volumes. Appreciation is due to Rene Lysloff,
Carole Moody, and Dwight Thomas for typing and laying out the final version
of the manuscripts. We are also grateful to Martha King for preparing
drawings and diagrams that called for her considerable artistic skills.

We have received funding from various sources during ten years of work
on these translations. The National Endowment for the Humanities has been
the major source of support, awarding a Research Materials, Translations
grant to the project (1978) and a publications subvention to the Center for
South and Southeast Asian Studies (1982-1985). Contributions also were
received from the Southeast Asia Regional Council of the Association for
Asian Studies (1976) and the Rackham School of Graduate Studies at the
University of Michigan (1974, 1975, 1983-1984). Finally, the School of
Music, University of Michigan, has been generous in providing additional
support.
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INTRODUCTION
[from 1972 Edition]

At this time, the Student Council of the Akademi Seni Karawitan
Indonesia [A.S.K.I., 'Academy of Indonesian Performing Arts'] has succeeded
in publishing this manuscript on karawitan. The Student Council feels very
fortunate that it is able to publish this manuscript by Rladen] Llurah]
Martopangrawit. The value of this book for students at A.S.K.I. is
inestimable. Furthermore, the Student Council hopes that since this book
will be reaching a wider circle of readers, it will also increase the
understanding of and interest in karawitan.

The Student Council expresses its deep appreciation to R, L.
Martopangrawit, one of our mentors, for his permission to publish this
book. Also, we thank Drs. S. D. Humardani, director of the Pusat Kesenian
Jawa Tengah ['Center for the Arts of Central Java'l], in Surakarta, who
cooperated fully in bringing it into print,

Surakarta, January 1872
Student Council
Akademi Seni Karawitan Indonesia






A NOTE FROM THE TRANSLATOR
[of the Original Javaneselt

The compiler of this book [Martopangrawitl, hoped that the information
set forth herein would reach a wide audience. His original manuscript, to
which he gave the title Budel ['legacy'l, is in Javanese. 1In our opinion,
with this translation into Indonesian his goal will 'be better achieved.
This translation was done freely, but without changing either the intent or
content of the original. Only those few Javanese terms which have a close
connection with Javanese music--for example, "garap," "kalajengaken,"
"minggah,"” and others--are left untranslated, and some of these terms are
explained in footnotes.






AUTHOR'S FOREWORD
[from 1972 and 1975 Editions]

I have begun this work precisely on the day of my seventh tumbuk
[which falls every eighth birthdayl, that is, my fifty-sixth birthday
according to the Javanese calendar. According to records left me by my
parents, I was born on Rabu Wagé, the third day of Mulud, in the year
Jimawal (the Javanese year 1845), or, April 4, 1914 [A.D.]. It is
customary for Javanese people, depending on their financial ability, to
hold a slametan ['ritual celebration’'] on tumbuk days by inviting close
friends and relatives.

On this, my seventh tumbuk, I am not able to assemble any of the
ritual requirements [for a slametan]: "ora ana sarat-sarate" ('I cannot
afford it'). Even so, I still wish to make a sort of remembrance of this
occasion in place of the celebration I was unable to hold. Hence, this
book.

In Javanese music circles, I am a performer ('one-who-does', a

musician)., For this reason, my analysis reflects the views of a performer.

May this book be useful, especially to the younger generation of

Javanese musicians.

Surakarta, 4 Mulud 1901
21 May 1969
Martopangrawit






[CATATAN-CATATAN PENGETAHUAN KARAWITAN]

The System of Gendhing

In my foreword, 1 mentioned that this book would be based on [musicall
practice. Because of this, it will do no harm to acquaint the reader with
some of the ins and outs of garap ['performance practice'], though only a
few, in order that he may understand better the meaning of the book. The
reader must first know the system of gendhing.

KRarawitan

What is "karawitan"? Actually, the meaning of "karawitan" is very
broad, but here we will use the specific meaning that relates to the system
of gendhing. Karawitan is the art of producing sound using the slendro and
pélog tuning systems. Any vocal or instrumental (i.e., gamelan) music that
uses slendro or pélog can be called "karawitan."” However, as our
discussion now concerns the system of gendhing, our use of the term shall
be restricted to the music of the gamelan, i.e., gendhing.

The Contents of Karawitan

There are two basic ingredients in karawitan: irama and lagu.
1. Irama

As with the word "karawitan," "irama" has a broad meaning. In
connection with gendhing, however, we can narrow the definition. "Irama"
is the relative width of gatra. To clarify this, we have supplied the
diagram below; there it can be seen just what is meant by "irama" in the
special sense relative to gendhing. Irama can also be understood as the
levels of filling in the gatra--beginning with each gatra containing four
dots, each dot signifying one pulse [slag, from Dutch; 'beat', 'pulsation']
of the balungan, increasing by multiples until one balungan pulse can be
filled in with sixteen dots. This, then, is the meaning of "irama" in
gendhing.
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Figure 1. A Diagram of Irama
a. 6532
b. .6.5.3.2
c. ...6...5...3...2
< O T T

1 S S

o S S
€. ...6...5...3...2

b. .6.5.3.2

a. 6532

It is clear from the figure of irama above that the relative distance
between balungan pulses in one arrangement of the balungan depends on the
number of dots that fill in the space. Who has the responsibilty of
occupying the spaces between the balungan pulses? These spaces will be
filled in by the playing of the melodic instruments--i.e., by the cengkok
of the gendér, gambang, bonang, and others. Among all the players of
céngkok, the instrument whose notes fall on each individual dot is the
saron panerus. For this reason, we can utilize the saron panerus as the
indicator of differences in irama.

We must now touch upon the tempo of the saron panerus. This tempo
cannot be scientifically measured, because, in karawitan, tempo depends on
the player who sets the irama (pamurba irama) ['supervisor of irama'],
i.e., the kendhang player. Since each player has his own individual sense
of tempo, and since the function for which the gendhing is used may be
different (e.g., for accompanying wayang kulit, in which the tempi are
generally faster than in concert music [klenengan]), tempo in karawitan is
variable,.

Although this is the case, one can still distinguish three basic tempi

in karawitan:
1. tamban ['slow']
2. sedheng ['medium']
3. seseg ['fast']

Tempo in karawitan is called "laya," not "irama."
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Returning to the matter of the tempo of the saron panerus, each pulse
lasts approximately half a second.

We have already touched on the terms "laya® and "irama." But, in
everyday speech, the term "laya" is never heard; "irama"” is invariably
used. Even so, all master musicians automatically know what the term
virama” means [in different usages]. For example, the sentence, "Iramane
ketambanen" ['The irama is too slow'], clearly refers to laya, not irama.
But, in the sentence, "Mengko iramane lancar wae" ['We'll use irama lancar
later on'], irama in its true sense is referred to, not laya.

There are five types of irama, each with a separate name. Line (a) in
figure 1 is called "“irama lancar." At this level, the saron panerus cannot
fill in with variations between balungan pulses, but plays the same number
of pulses as the balungan melody [carried by the other saron instrumentsl].
in this case, I use the sign "1/1" to mean one balungan [pulse] to one
saron panerus [strokel. Line (b) is called "irama tanggung,” with the sign
"1/2" [i.e., one balungan pulse to two saron panerus strokesl]l. Line (c¢) is
called "irama dados," with the sign "1/4." Line (d) is called "irama
wilet," with the sign "1/8." Line (e) is called "irama rangkep," with the
sign "1/16." There is also another level of irama--faster than irama
lancar--usually called "irama gropak," with the sign "2/1."

2. Laqu

With regard to lagu, we will likewise limit ourselves to its
relationship to gendhing. The meaning of "lagu" is 'an ordered arrangement
of tones that sound pleasant when played'. The arrangement of tones, then,
must take a certain form, Many different forms have arisen and these are
called "gendhing." So, for example, the title "Gendhing Gambir Sawit"
refers to melodic elements [lagu-lagu] arranged into a form, in this case
the form mérong kethuk kalih ['2'] kerep:* this is called a gendhing, and
the gendhing is entitled Gambir Sawit.

*
This will be explained further in the section "Gendhing," number 8a.
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The Names and Functions of

Instruments in Karawitan

A, Instruments that Instruments that
relate to irama relate to lagu
1. kendhang 1. rebab
a. kendhang gedhé 2. gender gedhé
b. kendhang kalih 3. gendér panerus
c. ketipung 4. gambang
d. ciblon 5. Dbonang gedhé
2. kethuk 6. bonang panerus
3. kempyang 7. slenthem
4, kenong 8. demung
5. kempul 9. saron barung
6. gong 10. saron panerus
7. kecer (for wayangan) 11. celempung
12. suling

B. The respective function of irama-related instruments

1. kendhang (serves as supervisor of irama [pamurba iramal):
a. determines the form of the gendhing
b. sets the irama and the course of the tempo (laya)
c. determines the mandheg* and the ending

2. kethuk (serves as an upholder of lagu [pamangku iramal):

a. reinforces the kendhang in determining the form of the
piece

b. indicates the level of irama
3. kenong (serves as an upholder of irama):

a. determines the limits of the gatra, according to the form
of the gendhing

4, kempul (same as number 3 above)

*
"Mandheg" [or "andhegan"] is a technique in which all the
instruments stop playing {(though the piece is not yet over), and the piece
begins again with a vocal introduction.
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5. gong (serves as an upholder of irama):

a. reinforces the kendhang in determining the form of the
gendhing

b. serves as the pada [punctuation mark denoting the end of
a stanza] and demarcates the final tone (finalis)

The respective functions of lagu-related instruments

1.

rebab (serves as the supervisor of lagu [pamurba lagul):

a. determines the lagu

b. plays the buka for gendhing rebab

gendér gedhé (serves as an upholder of lagu [pamangku lagul):
a. beautifies the lagu with all its cengkok

b. plays the buka for gendhing gendér

c. plays the buka for gendhing lancaran when the bonang gedhé
cannot do so

bonang gedhe (serves as an upholder of lagu):
a. beautifies the lagu with all its cengkok
b. plays the buka for gendhing bonang

c. plays the buka for gendhing lancaran
gambang (serves as an upholder of lagu):

a. beautifies the lagu with all its cengkok
b. plays the buka for gendhing gambang

celempung, gendér panerus, bonang panerus (all serve as
upholders of lagu)

a. adorn the lagu

slenthem, demung, saron barung (all serve as upholders of
lagu):

a. play the scheme of the lagu, termed "balungan"
saron panerus {(serves as an upholder of lagu):

a. provides a pulse which may be used as a guide to the various
levels of irama
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Explanation. We will pause in our discussion to come back to the new
terms we have used in this section.

a. Céngkok. In gendhing, the word "céngkok" has two completely
different meanings: (1) 'playing style' or 'treatment' (garap); or (2) the
number of gongan in one gendhing. Céngkok, in the sense of a playing
style, is a permanent, unchanging melody, either vocal or instrumental.
For example, cengkok "ayu kuning" ['pretty yellow maiden'] always has the
following melody:

6 1 3 2 6 3 3 2 2 1

a - yu ku-ning ben-trok ma-ya ma-ya

Examples of variations are:

“ree we

a. .6.1233.52.5653.32.31

b. . 6 . 1 23 3 .5 2 .3 65 3 .3 2 .3 1
A - yu ku - ning bentrok ma-ya ma-ya

3 . . . . .

c. 62 1 6 12 3 61 2 35 3 16 3 .6 21 62 1

.

A - yu ku-ning béntrok ma-ya ma- ya

It is clear that the above examples have the same motif, which is
called "ayu kuning." But, the method of filling in the motif is different.
These differences in, and types of, filling in are called "wiletan." So,
the melodies above are the same in céngkok, but different in wiletan.

The term "cengkok" can also refer to the total number of gongan in a
gendhing. Usually this usage is applied only to gendhing lancaran and
above.* Ayak-ayakan, srepegan, sampak, and the like are thus not
included.** Also, the word "céngkok“ is used in this sense only to refer

* . cao
I.e., in compositions whose gong structures are as long as, or
longer than, lancaran. See the section "Gendhing," number 5 and following.

*k
See the section "The Names of Gendhing Forms," numbers 1-3.
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to one section of a gendhing (to differentiate between the mérong and
inggah sections). When a gendhing has both a one-gongan mérong and a one-
gongan inggah section, one would not say that it has two céngkok, but that
the mérong section has one céngkok and the inggah section has one cengkok.
So much for the term “céngkok."

Now we shall consider another issue. After discussing the function of
the instruments--both melodic and rhythmic--there may be some questions
concerning the terms "supervisor" (pamurba) and "upholder" (pamangku).

b. Pamurba. It is easy enough to comprehend the term "supervisor,"
but what is its connection with karawitan? A supervisor is one who has the
right to make decisions; he may also be called the leader. Thus, the
supervisor of irama (pamurba irama) is the player with the authority to set
the irama. Such is the case with the supervisor of lagu, also. The
rebab--i.e., the rebab player--has the authority to make decisions, and can
also be called the leader. The rebab player determines the course of the
melody.

All decisions relating to irama, such as speeding up, slowing down,
and changing from one irama to another, are under the absolute leadership
of the kendhang player. As to choosing the gendhing, choosing whether to
play in the sléndro or pelog tunings, or deciding whether or not to move to
the higher register (ngelik),* the rebab player is in charge.

c. Pamangku. The upholding instruments are those that carry out a
task to enable the supervisor's ideas to reach fruition. For example, the
supervisor of irama may wish to change from one level of irama to another,
and the instruments that uphold the irama--like soldiers--must not deviate.
They should not set their own tempi, for not only will their efforts be in
vain, but they will disrupt the flow of the gendhing. The case is similar
with the supporters of lagu, also. If the supervisor of lagu determines
the gendhing in the buka** of, say, Ladrang Moncer, but after the gong the
gender player proceeds to play Ladrang Wilujeng--thus, disobeying the
supervisor of lagu--the result will be a breakdown of the gendhing. It is
necessary to note here also that if there is no rebab, the bonang gedhé or
the gendér barung replaces the rebab as supervisor of lagu.

*
See the section "Structures Found in Gendhing," number 3, below.

*k
See the section "Structures Found in Gendhing," number 1, below.
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The Influence of Irama

on Lagu and Cengkok

It is now best for us to return to the system of gendhing. Here we
shall talk about the influence of irama on lagu and cengkok, for irama can
sometimes force lagu itself to change and cengkok to be limited. This
occurs when the level of irama is accelerated--for example, in transition
from one irama level to another. A change in irama can effect a change in
lagu in many--though not all--gendhing. For example, in the gendhing
Ladrang Pangkur:

N
a: 3 2 3 7 3 2 7 6
b: .3.2.3.7 .3.2.7.6
N
a: 7 6 3 2 5 3 2 7

b: .. .36532 32536653

a: 5 3 2 7 3 2 7

)] [ ¥ ) [N [N 34

b: 67326327 .3 .2 .7

Note: a = irama 1/1, 1/2, 1/4; b = irama 1/8, 1/16.

Here it can be seen clearly that a change in irama can affect both lagu and
céngkok.

The Influence of Laqu on Irama

Although the influence of irama on lagu is very strong, there are also
lagu that are inflexible and cannot be presented in just any irama. They
have special irama associated with them, and are never presented in other
irama-~for. example, the inggah* section of Gambir Sawit Pacar Cina, Ela-
ela Kali Beber, and others. These gendhing are associated with a
particular irama [or sequence of iramal, and it is not possible to play

*
See the section "Structures Found in Gendhing,” number 7.
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them in another irama. There are also lagu that can be played only in
several specific irama. Lagu of this type are called "lagu mati" ['fixed
lagu'] in karawitan,

Gendhing

We mentioned above that when lagu is organized into a form, that form
is called "gendhing."”™ But in the field of karawitan the term "gendhing" is
only used to signify compositions that have a form consisting of kethuk
kalih and longer. Shorter forms [i.e., from sampak through ladrangl are
indicated with specific names,

The Names of Gendhing Forms

1. Sampak

N
3

N2

N
3

N Z g

N
3

Nz

N
5

wZwy

N
5

w g

N
5

w2Z'u

N
2

=z

N
2

=2z
N2
&

The irama of sampak is always irama 1/1. Of the several rhythmic
instruments, only kempyang is not used in sampak: The gong used is the
gong suwukan.* The number of balungan or kenong strokes in each gongan is
not fixed.

2. Srepegan
P P P P P
tNtNtNtNtNtEtNEtNtNEtNEtNLEtNLG
.3.2.3.2.5.3.5.3.2.1.2.1

The explanation of the structure of this form is much the same as that for
sampak, above.

3. Avak-ayakan

t N t G t N t G N t G t N t G
. . 3. 2.3 .0..2...5. 3. 0020 .01
t t Nt t Gt t Nt t Gt t Nt t G
.2.3.2.1.2.3.2.1.3.5.3.2

*
The gong suwukan is smaller than the the gong ageng, but larger
than the kempul. It is usually tuned to pitch gulu [2].
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The initial irama of Ayak-ayakan [after the bukal is irama gropak [i.e.,
2/1], followed by irama 1/1, and finally, irama 1/2. One irama-indicating
instrument that is not used is the kempyang. Ayak-ayakan has many
peculiarities, including the following:

a. It does not use the gong gedhé except for the final gong.

b. In ayak-ayakan [slendrol pathet nem and sanga, all nonfinal gong
are replaced by the kempul.

c. The irama undergoes three changes~-first to irama gropak (2/1),
then to irama lancar (1/1), then to irama tanggung (1/2).

d. In irama gropak and lancar, the kethuk plays once per kenong, but
in irama tanggung, twice per kenong.

e, Irama tanggung is the basic irama for ayak-ayakan; however, the
irama can also change to irama dados. For accompanying certain
wayang scenes--notably babak unjal [the arrival of visitors in the
first audience scene] in pathet nem and alas-alasan [scene of the
hero in the forest] in pathet sanga--irama lancar is used
throughout.

4. Kemuda

P P P P
t tNt tNt tNt tNt tNt tNt tNt tNt tNt tG
.2.6.2,6,2,6.2.6.3.3.2.3.2.1.2.1.6.5.4.5

This form is the same as sampak [insofar as there are two kenong beats per
kempul beat]; the only difference is that it can be easily presented in
irama lancar or irama tanggung. In wayang gedhog, kemuda in irama lancar
serves as a replacement for srepegan, and in irama tanggung it is used to
replace Ayak-ayakan, pélog pathet nem.

5. Lancaran

a. [balungan nibanil: t tNtPtNtPtNLPL
.6 .5 .3 2.3.2.6.5

b. [balungan mlakul: t tNtPtNtPtNLtPLtG
6 365636563636132

0Of the irama-indicating instruments, only the kempyang is not used for
lancaran. Gong gedhé is used. Each gongan has a fixed number of balungan
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pulses and kenongan. In examples (a) and (b) above each has its own
kendhang part.

6. Ketawang

The term "ketawang" actually refers to all forms in which each gongan
consists of two kenongan (thus, the second kenong occurring simultaneously
with the gong). 1In karawitan, the term "ketawang” is used in two ways:

(a) gendhing kethuk kalih [2] and longer, in which there are two kenongan
per gongan, are known as "ketawang gendhing”; and (b) ketawang in which the
kempul is used are known simply as "ketawang." For example: (a) Ketawang
Gendhing Karawitan, kethuk 4 kerep, laras slendro pathet nem; (b) Ketawang
Puspa Warna, laras slendro pathet manyura.

7. Ladrang
ptp PtpN ptpP ptpN
5316 5316 3323 6 532
ptpP ptpN ptpP ptpG
3235 6 532 1653 5616

All of the irama-indicating instruments are used. Each gongan has a fixed
number of kenongan [i.e., four].

8. Mérong

a. mérong kethuk 2 [i.e., kalih/loro] kerep

t t N
. 65 . 5612 . 321 6 535
t t N
. 65 . 5612 . 321 6535
t t N
2356 3532 5325 2356
t t G
11. 3216 33656 3532

Neither kempyang nor kempul is used in this form. The term "kethuk kalih
[2] kerep" here indicates that each kenongan consists of two kethuk
strokes. "Kerep" ['frequent'] means that the first kethuk stroke and the
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second are close together (8 intervening balungan pulses), as distinguished

from "kethuk arang" ['infrequent'] in which there are 16 balungan pulses

between kethuk strokes (see examples below).

b. mérong kethuk 4

t
. .65 3365

. .23 653

[i.e., sekawan/papat] kerep

t
6 2321 6 532
X 4 = one gongan
t N
2 5323 5616

See the explanation for (a) above.

c. mérong kethuk 8

t

o e e e 535
t

55 .. 535
t

56 .. 535

66 .. 667

[i.e., wolul] kerep
6 . 5.3 . 533
6 . 5.3 . 523
x 4 = one gongan
6 . 5.3 . 523

t N
6 532. 1232

See the explanation for (a), above; note that there is no such form as

"kethuk 8 arang."

d. mérong kethuk 2

[i.e., kalih/loro] arang

t
2 . .23 5656

X 4 = one gongan
t N
5 3365 2353

[i.e., sekawan/papat] arang

t
1 . 612 .165
t
5 11, . 1216
x 4 = one gongan
t
5 11.. 1216
t N
3 2353 2121
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a. inggah kethuk 2 [i.e., kalih/loro]

This form is the same as the ladrang form. Thus, there are ladrang that

may serve as inggah, although many can also stand alone. Ladrang that

function as inggah--for example, Ladrang Tlutur, slendro pathet sanga,

Ladrang Bang-bang Wétan, [slendro pathet manyura,] Ladrang Kawit, [slendro

pathet manyura,] and others--are ladrang that cannot be presented without a

preceding mérong. Further, though there are ladrang that can be played

independently, if they are presented after a mérong, they are considered as

inggah.
b. inggah kethuk &
ptp ptp
7675 767

c¢. inggah kethuk 8

ptp ptp
3635 363
ptp ptp
3216 535

[i.e., sekawan/papat]

P
2 3

[i.e., wolul]

t
5

p
32

pPtp

5 3635
ptp

2 5323

d. inggah 16 [i.e., nem welas]

ptp ptp
. 635 6 75
ptp ptp
. 635 675
ptp ptp
. 635 6 75
ptp ptp
. 4.2 .4

P
6 .
P
6 .
P
6 .
P
1 .

t
5

LN o4 0Nt Ot

1Y

p
3

w'g

w'

p
7

[SLe

ai'g
et Nt
o

'z,

- ‘g Ko A o}
Utet et
w

« g
"o
Lo

Explanation. In the performance of
instruments of the irama-indicating group are played; in inggah kethuk 4,

o
~
(&
]
e
1

one gongan

w'g

x 4 = one gongan

he

» X 4 = one gongan

+ g

5 J

the inggah form, all the

8, and 16, however, the kempul is not played.

10. Exceptional Forms

It is natural to expect that, where there are rules (pathokan), there

are bound to be exceptions to those rules (i.e., irregularities). This is
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also true of Javanese gendhing. For example, in the mérong form there
should be four kenong to one gongan, but there are cases where there are
five kenong to one gongan. Similarly, in one kenongan there may be three
kethuk strokes [instead of the usual two or four)., These exceptions are
referred to as pamijen ['irregular'l].

*
Structures (Komposisi) Found in Gendhing

1. buka S. suwukan**
. * %%k
2. merong 10. dados
3. ngelik 11, dhawah
4, umpak 12. kalajengaken
5. umpak inggah 13. kaseling

6. umpak-umpakan
7. inggah
8. sesegan

Buka [literally, 'to open'] is a melody that is used as an
introduction, or as an "opening" for a gendhing. The buka is performed by
only one instrument. There are buka that can be performed by a vocalist;
these are called buka celuk.

Examples of buka:

a. buka bonang

G
2 2165 . 65, 5612 1312 2165

*

I have been criticized for my use of the word "komposisi®
['composition'] as a generic term for numbers one to thirteen, above. A
reader has suggested the term "struktur" ['structures'] instead. 1 concur.

* %
By this we do not mean gong suwukan.,

kkk
By this we do not mean irama dados.
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c. buka gendér [Ladrang Moncer, sléndro pathet manyural

- . . - — G
. 3 5 6 21 6 1 6 5 3 5 65 .5 6
. 2 . 5 3 2 1 6 5 3 5 6 21 6

d. buka gambang [Ketawang Undur-undur Kajongan, sléndro pathet

manyural
G
. + 2 .2 .3 .5.353.2 .5.2.,356 . .56.5.3
. e e 2.2 .3 .5 .,.358532. 5.2 3.56 ..56.5.3

e. buka kendhang [Gendhing carabalen Pisan Balil

G
t pPpPP . bpob
[Note: t = "tak"; p = "dhung"; b = "dhah"]

f. buka celuk [Ketawang Langen Gita Sri Naréndra, pélog pathet

barang]
6 7 34 236 765 .3 .7 232276
Si-nga tir - ta ka- wi dha - yoh wi - nang gi - ta

Explanation, Besides serving as the introduction to a gendhing, the
buka also helps to determine the category of the piece. For example, a
gendhing that uses a buka bonang usually falls in the category of gendhing
bonang (with the exception of lancaran). Gendhing that begin with a buka
gendér are usually classed as gendhing gendér, etc.

Commentary. In my opinion, categorizing gendhing on this basis is
unsatisfactory for the following reason. After the gong at the end of the
buka, the musical style of the rest of the gendhing is not distinguishable
[according to the instrument which plays the bukal. For example, the style
of a gendhing gender (with the buka played by the gender) would be the same
if the piece were introduced by the rebab.
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2. Mérong

Merong is one of the sections of a gendhing that provides an
opportunity for a refined and calm playing style. 1In the mérong section
the players must aim to create an effect [of refinement and peacefulness].
In addition, the mérong cannot stand alone; it must be followed by another
piece or section. The continuation of a mérong is called "inggah"* and
thus every mérong always has its corresponding inggah.,

3. Ngelik

Ngelik is a section [of a gendhing] which is not essential, but which
one has an obligation to play. By "obligation" we mean that it is not
compulsory; if necessary, for lack of time or some other reason, one may
omit the ngelik section. This should not present a problem in the
performance of a gendhing. For example, a performance of Gendhing Gambir
Sawit in which, for some reason, the ngelik is not played, would not be
problematic and would still rightfully be called Gambir Sawit. Any piece
in the gendhing form can have a ngelik section, but not every gendhing
does.

It should be added here that many of the compositions of Mangku
Negara IV violate the above rule [concerning the expendability of the
ngelik] and the ngelik has become an inseparable part of the basic lagu of
those compositions. 1In fact, the characteristic feature of a gendhing by
Mangku Negara IV is that before the ngelik is played the gendhing is not
yet distinguishable--one cannot guess its identity. For example, [in laras
pelog, ]

This is possibly either [Ketawangl] Wala Gita, or [Ketawangl Ganda Mastuti.
We can identify it only after the gendhing has moved to the ngelik section.
[Oor, in another example,]

6 6 . . 2 3 2 1

*
See number 7, "Inggah," in this section, below.
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1s this [Ketawang] Raja Swala or [Ketawangl Sinom Parijatha? No one can
say for sure before hearing the ngelik that follows this melody. Many of
the gendhing composed by Mangku Negara IV have this characteristic. Thus,
a confusion in terminology has unwittingly arisen in karawitan. With the
existence of the aforementioned kinds of gendhing, the term "umpak" arose,
signifying the section of a gendhing which precedes the ngelik.
Unfortunately, before the term came to be understood in this sense it
already had another connotation, which we shall explain below.

4. Umpak

Umpak is the section of a composition that is used as a bridge from
the mérong to the inggah section. So, if a mérong is to "minggah," that
is, 'to move to the inggah', it cannot do so without going by way of the
umpak. The player who signals the umpak is the supervisor of lagu (pamurba
lagu). It should be noted that not all gendhing have umpak sections.

5. Umpak Inggah

This structure has a similar explanation to number 4, above. The main
difference is that umpak inggah is signalled by the supervisor of irama
(pamurba irama), whereas it is the supervisor of lagu (pamurba lagu) who
signals the transition to umpak. Both umpak and umpak inggah have the
[gong structure] characteristic of mérong. Not all gendhing have an umpak
inggah section. In order to clarify these points, examples will be
presented below.

6. Umpak-umpakan

Umpak-umpakan [is a kind of umpak that] does not have the form [i.e.,
gong structure] of mérong, but of inggah, and is used as a transitional
passage to the main portion of the inggah.

7. Inggah

Inggah is a section of [a gendhingl that is used as a place for
elaboration, ornamentation, and variation. Thus, inggah usually has a
lively character. 1Inggah (or "minggah" [the verb form of the root
"inggah"]) is a continuation of the mérong, although certain inggah can be
played independently, that is, they need not follow a mérong section.
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There are two types of minggah: (a) minggah kendhang, and (b) minggah
gendhing.

In minggah kendhang, the kendhang alone plays a part specific to
minggah, whereas the melody played is still the kernel lagu of the previous
mérong section. The only difference is that, whereas the mérong is in the
balungan mlaku style, the minggah is in the balungan nibani style.*

Whereas the mérong uses simple and calm céngkok, the minggah uses varied or
lively cengkok. Because of these differences in the character of mérong
and inggah, we sometimes fail to recognize that the motif of the lagu is
the same, especially if there has been a change in irama. [The melody of]
minggah kendhang usually derives completely from the melody of the mérong.
But, there are also instances where the minggah kendhang melody derives its
motifs gatra by gatra, or, alternatively, derives them from larger melodic
phrases (kalimat lagu).

In minggah gendhing the melody is not derived from the lagu of the
preceding mérong, and may be in the balungan mlaku or balungan nibani
styles. Gendhing with minggah ladrangan [i.e., in the ladrang form] may
use either minggah kendhang or minggah gendhing.

Examples. The examples below are intended to clarify the explanations
above; also, for those who have an interest in composing gendhing these
examples will provide a basis for comparison.

a. Gendhing Gliyung, kethuk 2 kerep, laras slendro pathet manyura.
The inggah to this gendhing is 100 percent minggah kendhang. The
derivation of the lagu of the inggah is from each gatra of the
merong.

I II ITI v
, N
merong (a) . .12 1653 65332 . 356
. N
55 .. 5565 1653 5323
N
6 535 3212 66 .. 3356
. G

*
See example (a), below.
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inggah (b) .3 .2 .5.3 .5.2 .5.6

. N

. 3.5 .6 .5 . 1.6 . 5.3
N

.6 .5 .3 .2 .5 .6 . 5.6
G

.2 .1 3.2 .6 .5 .1 .6

Ketawang Gendhing Kawit, kethuk 2 kerep, minggah ladrang, laras
slendro pathet nem. The inggah to this gendhing is also 100
percent minggah kendhang. The derivation of the lagu of the
inggah from the lagu of the mérong is based on melodic phrases
[i.e., not gatra per gatral.

I II III v
R N
merong (a) . . . 3 . 123 .123 . 123
G

(b 22.. 2232 3565 3212

(¢} .. 2232 3565 3212

G
(@) 33 .. 3353 .6 .1 2353
. N . N

inggah (a') 5 3 5 6 16653 5356 1653

(b'y 2 2., . 2232 3565 3212

(c') 3235 6532 3235 6532

(@') 33 .. 3353 5616 5323
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It is unnecessary to give an example of minggah gendhing here, since there
is no similarity between the lagu of the mérong and the lagu of the inggah
in this form.

Below is an example of an inggah of mixed composition--part minggah

kendhang, based on the melodic phrases, and part minggah gendhing. The
example is Gendhing Onang-onang, kethuk 2 kerep, laras slendro pathet

sanga:
I II III Iv
, N
merong (a) . . 5 3 6 532 .+ 23 56 35
N o e s o e o o . N
(b) 11.. 1121 3212 . 165
N
(c) . .. 5535 6 6 .5 3356
. G

(d) 3561 6535 2356 3532

(e) 66 .. 6535 2356 3532

(f) 55 .. 5523 5653 2121

(g) 3212 . 165 22 .3 1232

() .23 5321 3532 . 165

N

inggah (a') . 6 . 5 .3 .2 .3 .2 .6 .5
. . . . . . N

(b') . 2.1 .2 .1 . 3.2 .6 .5

N

(c') . 6.5 .1 .6 . 5.3 . 5.6

G

(@) . 5.6 . 3.5 . 6.5 3.2
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Nz

(e') . 3.2 . 6.5 .6 .5 . 3.

(f') . 3.2 . 6.5 .6 .5 .2 .1

(g') . 2.1 .6 .5 . 6.5 .3 .2

(h*) . 3 .5 .2 .1 . 2.1 .6 .5

The greater part of the inggah is minggah kendhang and derives from the
lagu of the mérong, based on melodic phrases [i.e., not gatral. But, let
us observe more closely that:

1. Line (a') is based on each melodic phrase.
2. Line (b') is based on each gatra.
3. Line {(c') is based on two melodic phrases.

4, Line (f') is minggah gendhing, except for the last gatra. Thus,
according to the above explanation, the common perception that the
meaning of minggah kendhang is an inggah section that does not use
the kendhang ciblon, is incorrect.

There are other matters concerning inggah that should be noted:

1. There are mérong that do not have inggah and thus must borrow
their inggah sections from other gendhing.

2, There are mérong that have more than one [alternativel] inggah
section,

3. There are also inggah that have more than one [alternativel mérong
associated with them.

Explanation., A mérong that utilizes a borrowed inggah actually has
its own inggah--either minggah kendhang or minggah gendhing. But that
inggah is not used, for one reason or another. We will use Gendhing Laler
Mengeng, kethuk 2 arang (fourth kenong, kethuk 2 kerep), laras slendro
pathet sanga, as an example. This gendhing actually has its own inggah
kendhang, but that inggah is never used. Rather, performers prefer to
borrow the inggah of Gendhing Tlutur, which has an inggah ladrangan, called
Ladrang Tlutur. The reason is that to use the inggah kendhang to Laler
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Mengeng would mean breaking a rule concerning the sequence of inggah that
can follow mérong sections, This rule is summarized in the table below.

mérong inggah
kethuk 2 kerep/arang ladrang/kethuk 4
kethuk 4 kerep/arang* ladrang/kethuk 4/kethuk 8
kethuk 8 kerep/arang kethuk 16

So, why does Laler Mengeng never use its own inggah? Because of the above
rules.

There is another gendhing--Ketawang Gendhing Randhat, kethuk 4 kerep,
laras sleéndro pathet manyura~--which always borrows its inggah from a
different gendhing, but not because of the rules outlined above. Gendhing
Randhat actually does have its own inggah, Ladrang Randhat. But this
ladrang is never used in performance as the inggah; rather, Ladrang Kandha
Manyura is substituted. This is true to this day. In fact, the "ulterior
motive" for using Kandha Manyura is merely to have an inggah in which there
is a gérong part., The lagu of Kandha Manyura and Randhat are nearly
identical. If the two ladrang are played instrumentally with sindhen (but
without gérong], the similarity of the two is evident--provided the
musicians are sufficiently skillful. But, it would be a shame if Ladrang
Randhat were never performed., (It cannot be presented separately since,
coming as it does from a mérong, it does not have its own buka.) This is
the reason that at some subsequent time it came to be used as the inggah to
Ketawang Gendhing Merak Kasimpir, kethuk 2 kerep, laras slendro pathet
manyura. This has now become common practice. Let this suffice as our
explanation of borrowed inggah.

It is not necessary for us to go into great detail about mérong that
have more than one inggah. We shall only give the names of several
examples: Gendhing Gambir Sawit, which, in laras pélog pathet nem can use
as its inggah either Pacar Cina, Jangga Lana, or its own inggah. In laras
sléndro, Gambir Sawit can either use its own inggah [kethuk 4] or use

* %k %k
Sembung Gilang (i.e., not the lancaran of that name).

*
However, kethuk ¢ arang cannot be followed by an inggah kethuk 4.

*% B B
Gendhing in laras slendro do not have merong kethuk 8 kerep.
* k% ,

The merong of Gendhing Gambir Sawit, with its various inggah, has a
very beautiful transition between umpak inggah and inggah. The supervisor
of lagu [pamurba lagu, i.e., the rebab player] need not inform the other
musicians ahead of time as to which inggah he will choose, for it will be
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As to inggah that have more than one mérong, it shall suffice to give
some examples—-for instance, the inggah Randha Maya or Esek-esek. Randha
Maya serves as the inggah to either Gendhing Lungkeh or Gendhing Mongkok
Dhelik, both in laras slendro pathet nem and both kethuk 4 arang. Esek-
esek can be used as the inggah for several gendhing such as Gendhing
Rembun, Gendhing Banthéng Waréng, or Gendhing Pucung, all in laras sléndro
[pathet manyura). It can also be performed in laras pélog pathet nem as
the inggah to Gendhing Méga Mendhung or Gendhing Kinanthi.

There are also inggah that can stand alone--for example, Kinanthi,
laras slendro pathet manyura, kethuk 4, which is introduced by the buka
celuk "Padhang bulan. . . ." Also, the inggah to Gendhing Sinom can stand
alone, introduced by the bawa sekar ageng Kusumastuti.

8. Sesegan

The term "sesegan" should be distinguished from the term "seseg."
Seseg has to do with laya [tempo], while sesegan can be categorized as a
structural element in a gendhing. That part of a composition is used
especially in accelerated tempi., In the general sense of sesegan as
‘accelerated tempo', all gendhing can be considered to have sesegan.
Gendhing that have sesegan [in the specific sense of a separate melody used
only when the tempo speeds up] include: [Gendhing] Bremara, [Gendhing]
Jalaga, [Gendhingl] Gobed, Ladrang Playon [all in laras pelog pathet limal,
and various gendhing bonang in laras slendro.

S. Suwukan

"Suwukan" should be distinguished from "suwuk." "Suwuk" refers to the
conclusion of a gendhing, whereas "suwukan" is one of the structural
elements of gendhing, that is, the part of a gendhing that is used only
when the gendhing is about to conclude. Not all gendhing have suwukan;
some that do are [Gendhingl Bremara, [Gendhing] Jalaga, [Gendhing] Babar
Layar, all in laras pélog pathet lima, [Ladrang] Semang, Ladrang Bedhat,
etc.

clear from the umpak inggah. This is different from other similar
gendhing, such as Ganda Kusuma {(which can have either Ladrang Ganda Suli or
Ladrang Clunthang as its inggah) or Gendhing Sumedhang (which can have
either Ladrang Clunthang or Ladrang Kapi Dhondhong as its inggah). 1In the
cases of Ganda Kusuma and Sumedhang, the supervisor of lagu must confer
beforehand with the other musicians gince there is no distinguishing signal
[in the transitional sections from merong to inggahl].
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10. Dados

"Dados" refers to the transition from one gendhing to another with the
same gong structure--for example, "Ladrang Sembawa dados Ladrang Playon."

1i. Dhawah

"Dhawah" refers to the transition from a vocal introduction, or bawa,
to a gendhing--for example, "bawa sekar ageng Manggala Gita dhawah Gendhing
Onang-onang."

12. Kalajengaken

"Kalajengaken" refers to the transition from one gendhing to another
{(other than from mérong to inggah), the second of which does not have the
same gong structure as the first--for example, "Ladrang Pangkur
kalajengaken Ketawang Sinom Parijatha."

13. Kaseling

"Kaseling" refers to the interruption of one gendhing by another
gendhing, which then returns to the first gendhing--for example, "Ladrang
Sembawa kaseling Ladrang Dhandhang Gula Mas Kentar® [which indicates a
transition from Sembawa to Dhandhang Gula and then a return to Sembawa].

Examples of Types of Structures

1. Gendhing Jalaga, kethuk 8 kerep, minggah kethuk 16, ketawang
gendhing, laras pélog pathet lima (gendhing bonang). Types of structures
found in Gendhing Jalaga are: buka, mérong, umpak, inggah, umpak-umpakan,
sesegan, and suwukan. '



Martopangrawit (1)

G
buka: adangiyah® .3 .3 .321 .312 35605

merong

[ .... 5356

55.. 5356

eee. 2235

.521 ..24

...3 6521

..53 6532

456. 3.32

cee

+e.. 5561

... 5567

55.. 5567

eee. 2235
.521 ..24

...3 6521

..53 6532

456. 3.32

... 5561

o

6532
.521
66..
.126

.216

2165

.653

.653

6532
.521

66..
.126

.216

2165

.523

.532

1232

3212

2165

5612

5456

7767

.523

6532

1232
3212

2165

5612

5456

cas e

3323

55..

66..

..23

..53

35.2

456,

“ose

55..

66..

e

..23

..53

35.3

456.

«a

5356

5676

2235

5676

6532

6532

3.32

7765

5567

5676

2235
5676

6532

6532

3.32

3321

.5.3

532.

6765

.53.

.126

.216

444

35.2

.653

532.

6765
.53,

.216

.216

444

.312

.523

1232

4.24

2353

2165

5456

2165

3565

.523

1232

4,24
G
2353

2165

N
5456
2165

G
3565

33

*
A portign of the buka; not every buka will have an adangiyah.
adangiyah in pelog lima is: ...3 .... 2165 ...3 .... 2165 .]

..

[The



34

umpak

inggah

umpak-umpakan

[ ..53

456.

33..

..53

..53

124

.55,

[ .22.

.22,

124

.55,

.35.

.35.

.124

.55,

—.124

3635

6532

3.32

6532

6532

6532

sas e

.126

5532

2356

seve

2356

.126

5532

e

2356

2356

s

.126

5532

1126

3632
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.216

.216

66..

..26

..26

.124

.55.

5563

es e

5563

e

.124

.55,

1216

1216

.124

.55,

.124

3635

R

5612

5456

e

66.1

5365

R

5365

s

.126

5523

e

6535

s e

6535

e

.126

5523

R

5322

5322

es e

.126

5523

.126

3632

cees

35.3

456,

oo

22..

..53

2356

seee

124

55..

.22,

.o

2356

.124

55..

.35.

.356

vee

.124

.55,

.124

3635

ces e

6532

3.32

2321

6532

e e

532.

v

2123

5356

cese

2356

532.

.123

5356

s oo

2356

sen e

532.

e

.123

5356

2123

3632

s e

.216

.444

.653

.26

6656

v

.333

5563

5563

s e e

6656

sen e

.333

1216

1216

6656

e

.333

5563

5653

3132

5456

2165

G
2365

5365

2356

2165

G
6535 ]

6535

ce e

2356

2165

5322

ceae

5322

2356 —

2165

G
6535 }

2165

3635



sesegan

suwukan

[ 3635

e e

3635

124

3635

—_— s e

3632

e

3632

.126

3632

5532

cene
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3635

e

3132

R

124

3635

R

..23

3632

“s e

3635

ceee

.126

3632

e

5535

3635

2356

R

124

3635

..23 55

3632

ccon

532.

2123

3632

cree

.3

3132

ce s

6656

5653

3132

R

6532

cees

3635

R

N
2356

2165 —

G
3635 ]

ae e

« 01 GY

.3.

35

2. Gendhing Gobed, kethuk 4 kerep, minggah 8, laras pélog pathet nem

(gendhing rebab).
mérong, umpak inggah, inggah, and umpak-umpakan.

buka: adangiyah

[123.2316.6123.

merong

umpak inggah

[ ..23
..35

..35

. ne

..23

oo

—.444

.111

1232
.653
.653

66..

1232
5635

2126

2132

2126

2321

3

1

.24
6542
6542

6676

..23
66..
.444

3123

.444

L1111

6

12

.521
4521
4521

5421

5653
1653

2123

2123

2165

6124

16

..12
.12
..12

612,

.523

22.1

1

2353

3216
3216
3216

2212

5654
3216
33..

3353

.2.6

4456

..61
..61
.. 65

33..

2.44
..63
33.2

6535

..76

5424

16.5
N
2353
N
2353
N
6356
G
1232

N
2165

N
2132 —

N
3521

G
3212 ]

5421

2165

3

2

1

Types of structures found in Gendhing Gobed are: buka,

G
2
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inggah

N
[ ..6. 5.63 ..35 6532 3235 6535 4216 5612

N
3216 5323 ..35 6532 3235 6535 4216 5612

N
3216 5323 ..35 2.26 2.26 2.26 2123 2165

\ G
.55, 5532 .55. 5532 .62. 62.3 5654 2165

xR .o ceea .

N
..6. 5.63 66.. 6532 3235 6535 4216 5612

N
3216 5323 ..35 6532 3235 6535 4216 5612

N
3216 5323 ..35 2.26 2.26 2.26 2123 2165 —

G
.55, 5532 ,55. 5532 6323 5253 5154 2165 ]

.o RS .. e

umpak-umpakan
N
~— 3635 3635 3635 2232 3216 5352 5323 5653

emas eceae ecene cece seee erae

N
6563 6563 6563 2232 3216 5352 5352 5653

ses e sese e sees sess ecosve

N
6563 6563 6563 2.26 2.26 2.26 2123 2165

e ese eass e

3635 3632 3635 3632 3635 3632 3532 3635
3. Gendhing Asri Katon, kethuk 2 kerep, minggah kethuk 4, laras pélog
pathet barang. Types of structures found in Gendhing Asri Katon are: buka,
basic mérong, mérong ngelik, umpak inggah, and inggah.

G
buka: .667 6523 ..35 6532 7732 .756

basic merong

[ ..67 5676 ..67 2327

e

N
..32 .767 2343 2767

cee e

.3.2 .756 3567 6523

..35 $532 7732 .756 ]}
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merong ngelik

N
77.. 7765 .676 5323
N

77.. 7765 .676 5323
N
55.. 55.. 55.. 6356 —

G
..35 6732 7732 .756

“oe

umpak inggah

inggah

.5.6 .3.2 .3.2 .7.

4, Gendhing Méga Mendhung, kethuk 2 arang, minggah Esek-esek,
kethuk 4, laras pélog pathet nem. Structures found in this gendhing
are: buka, mérong, and inggah.

G
buka: .223 1232 .23. 3235 .632 1232
merong
.o N
[ ..23 1232 ..23 5656 .... 2165 3365 2353
.o N
2132 ,.,12 3312 ,126 .... 2165 3365 2353
N

2132 ..12 3312 .126 .... 6656 1126 5323

G
.23, 323, 323. 1232 323. 3235 .632 1232 ]}

37
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inggah

—
.
w
.
N
.
w
.
ot
.
™
.
o)
. . .
e W w
. . .
NGO VZ N o

.2.6 .3.5 .1.6 .3.2 ]

5. Ladrang Wilujeng kalajengaken Ketawang Puspa Warna, laras sléndro
pathet manyura. [Both the ladrang and the ketawang comprise a basic melody
(lagu pokok) and ngelik melody (lagu ngelik).]

Ladrang Wilujeng

G
buka: .132 6123 1132 .126

basic lagu

N N
[ 2123 2126 33.. 6532
N G

5653 2126 2123 2126 ]

lagu ngelik
. N .
.666 1516 3561 6532

. . G
.66. 1516 1132 .126

Ketawang Puspa Warna

basic lagu

lagu ngelik
ve.. 2321 3265 1653

..32 5321 .3.2 .1.

.2.3 .2.1 .3.2 .1.
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6. Ladrang Sembawa {gerong
pélog pathet lima.

buka: .323 5653 5323 lZlg
[ .111
.356
lagu ngelik
..32
.653
.323

.356
Ladrang Playon

— .542

.542
ngelik

.654

6542
basic lagu

.612

5612

bedhayan)

2321

7653

.165

N
6535
2121

N
7653

1245

N
1245

N
2212

N
1645

N
1645

e

N
3212

111

5323

1216
6621

111

5323

.542

66.7

..24

.612

3365

1654

e

The foregoing are several examples of

dados Ladrang Playon, laras

2353

2121 1 —

5356

2353

2353

2121 ]

1245

G
5676

N
5.65

G
1645

N
3216

G
2465

structures found in gendhing.

Lagu kaseling is well known enough that I need not provide an example.

think that this is enough discussion concerning the system of gendhing to

39

equip us and to facilitate probing more deeply into the study of karawitan.
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The Slendro and Pélog Tuning Systems

I already mentioned that karawitan is a music which uses the slendro
and pélog tuning systems. In the slendro tuning system, there are five
tones in one gembyangan* with [relatively] equal intervals between tones.
Pélog has seven tones in one gembyangan, with unequal intervals. In order
to clarify this, we have produced a table, kept in the Research Department
of the Conservatory (figure 2). This table shows the difference in
measurement of intervals between the pélog and sleéndro tuning systems and
the diatonic scale. The intervals shown in the table are only approximate;
if we study the intervals on an actual gamelan, we may find many
differences in interval size. 1In karawitan, the variability of interval
size is called "embat."

Figure 2. [Comparison of Interval Size in the Sléndro and Pélog Tuning
Systems and the Diatonic Scale]

laras pélog:

pélog 1ima nem barang penunggul gulu dhadha pélog
2 3 4

*-—150——*—-150-—*-—150——*—-—— 25———=~%—- 150-~*——150—~*—mmww225mu—m *
dlatonxc scale. \\\\\ \\\\\

e =200 --—ﬁ ————————— 200——*——100——*——200 —————— 200---*-100-

£ g e

lTras slendro:

—————— O—-—- ———— Koo —m = H e e 24 Qe K e 24 O

3 2 3

dhadha lima nem barang gulu dhadha

[Note: The above figures are approximate and indicate measurements in
cents.]

*

"Gembyangan" can be conceived as identical to "octave," but,
because "octave" means the eighth level, while "gembyang" does not
necessarily imply an eighth level, it is necessary to differentiate between
the terms.
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In my opinion, there are two kinds of embat found in karawitan--
natural embat (embat alam) and fabricated, or artificial, embat (embat
buatan). Natural embat is the shift each tone undergoes after a change in
mode,* so that after a change in mode there must be one or more tones that
shift. It is exceedingly difficult to construct a gamelan based on natural
embat, because each time the mode changes, the pitches have to be changed.
As a result, the policy in gamelan tuning is to take the embat that pleases
the gamelan maker. This is what I call "fabricated embat.” The fabricated
embat have had a great influence on the [perceived] characteristics of each
set of gamelan instruments; some gamelan are felt to be majestic, others
lively, others melancholy, and so on., It is not surprising that, if a
person owns more than one gamelan, the gamelan will probably have different
embat and will differ in absolute pitch.

There are those who claim that there are two kinds of embat--"embat
nglarasati" and "embat nyenggani"**——and that the intervals between tones
in the former are large, while intervals between tones in the latter are
small. In my opinion, this statement is confusing, for how could this be
so? Since the basic intervals in a gembyangan are always the same, if all
the tones had large intervals between them, what would happen to the
interval of one gembyangan? It would be stretched, and even more so in
succeeding gembyangan. So, the intervals in a gembyangan cannot possibly
be all large or all small. In figures 3 and 4, I have presented tables
that illustrate this point. These tables give some idea of the varieties
of embat realized in [actual] gamelan sets. It turns out that, among all
these gamelan, no two are alike. For, only the principle of tuning is the
same; gamelan slendro has fairly even intervals, while gamelan pélog has
five small and two large intervals. This can be seen in figures 3 and 4.

*

. . In this instance "mode" may be defined as an order of intervals
(rentetan jarak nada) that is established or fixed. For example, the order
456 - 12 - 4 has the same interval structure as the order 123 - 56 - 1,
that is, narrow-narrow-wide-narrow-wide. Since the sequence of intervals
in the two series of tones is the same, they can be said to have the same
mode. This is distinguished from a series of tones such as 2 - 456 - 12
which has the sequence of intervals wide-narrow-narrow-wide-narrow [and
thus represents a different mode].

* %k
. "Nglarasati" refers to the personality of the wayang character
[Dewi] Larasati; "nyenggani® refers to the personality of the wayang
character [Dewi] Senggani.



Figure 3. Embat in Gamelan Slendro, Interval Measurements [in Cents]

1 2 3 5 6 i

1. Kyai Manis Rengga 219 226 266 232 257
Kraton Surakarta

2. Kyai Kanyut Mesem 263 223 253 236 225

Istana Mangku Negaran

3. Dalem Kusumayudan 231 218 275 230 246

Surakarta
4. [Gamelan donated byl Paku
Buwana X 229 226 252 231 262
Pura Paku Alaman, Yogyakarta

5. Kyal Harja Mulya 215 249 215 261 260

Kraton Yogyakarta

6. Kyai Madu Kentar 220 268 240 242 230

Pura Paku Alaman

7. Kyai Pangawé Sari
Pura Paku Alaman

249 251 233 254 245

8. Dalem Joyodipuran 238
Yogyakarta

239 231 234 245

9. Kabupaten [Mojokerto]
Mojokerto

250 244 228 240 238

10. Gamelan Pusaka Majapahit 257 250 228 221 252

Mojokerto
11. Gamelan Konservatori
Karawitan Indonesia 236 236 246 236 246
[acquired] 1952




Figure 4. Embat in Gamelan Pélog, Interval Measurements [in Cents]

10.

11.

[Kyai] Kaduk Manis
[Kraton] Surakarta
[Kyail Kanyut Mésem
Mangku Negaran
[Dalem] Kusumayudan
Surakarta
[Gamelan donated byl
Paku Buwana X
Pura Paku Alaman
[Kyail] Harja Mulya
[Kraton] Yogyakarta
[Kyai] Sirat Madu
{Kraton] Yogyakarta
[Ryai] Telaga Muncar
Pura Paku Alaman
[Dalem] Joyodipuran
Yogyakarta
Kabupaten [Mojokerto])
Mojokerto
Kabupateén [Pasuruhan]
Pasuruhan
[Gamelan] Konservatori
[Kara#itan Indonesial
[Acquired] 1952
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Now we must know what is meant by natural embat. To explain natural
embat, we must distinguish between laras sléndro and laras pélog, because
the two laras are idiosyncratic.

Laras Slendro
In one gembyangan of laras sléndro there are five tones, which can be
considered to have eqgual intervals between them., When these tones take the

form of keys, they are arranged in the following order.

Figure 5. [The Tones in Laras Sléndro]

1f we read (sing) the slendro tones in order, from low to high, or vice
versa, and listen to them carefully, we will find both large and small

intervals between them, The small interval is situated in between the

larger ones. This would appear in diagram form as follows:

Figure 6. [Sequence of Slendro Intervals]

This is what we mean by "natural embat" (embat alam), or, more
emphatically, "embat kodrat" ['embat based on universal laws, laws of
nature']. This embat was the progenitor of embat used in gamelan, although
we do not know for sure who first formulated embat alam in gamelan
instruments. In fact, we no longer know who first created the arrangement
of gamelan instruments found today. For, not only the arrangement of
instruments, but also the style of playing the gamelan is based solely on
tradition, which must be perpetuated.

In the past, there have been several innovations; these have not
represented essential differences, but only added improvements. For



Martopangrawit (1) 45

example, an additional key, pitch 6, was added to the thirteen-keyed
gendér. Two kempul were added to Aake a total of five. But, principal
elements such as those we pointed out above have not changed. For example,
the sléndro rebab must always be tuned to 6 and 2, and the slendro kethuk
must always be tuned to pitch 2 (gulu). Sé too,.when we introduce embat
alam into the siendro gamelan, we must be able to choose between [three
pre-existing possibilities]:

Brmm e 6 lremm e 2
wide narrow wide

2mm o 3 R 6
wide narrow wide

fmmm e 1 2 m e 3
wide narrow wide

We are free to choose one or another embat alam for application to the
gamelan., But "free to choose" does not mean the choice is easy; to
understand this we must first discuss pathet. When we apply one of the
embat above to a particular pathet, another pathet played in relation to
that same embat relationship may not produce pleasing results.

Usually we have a particular pathet in mind before we choose an embat.
Then we can consider the effect of the embat we chose on other pathet. If
it turns out that our choice is not appropriate to another pathet, then the
[embat of the] first pathet must be adjusted--the influence of the embat
must be diminished so that another pathet will [sound acceptable]. This
process is extremely difficult and requires the services of an expert. Let
us consider figure 7 and note how gamelan makers of old realized embat alam
in gamelan instruments,

Pathet

What is pathet? This guestion is always on my mind. I think no
definition has yet been satisfactory, due to the fact that the word
"pathet” has so many different uses, and each use fulfills a particular
need. So if one is to offer an explanation of pathet, the explanation must
be relevant to the particular need at hand. For example, I once asked an
ironsmith, "What is a knife?" He answered, "A knife is a kind of machete,
but smaller." It is understandable that his definition had to do with the



Figure 7. [A Comparison of the Embat of Ten Sléndro Gamelan, with Indication of
Interval Size, in Cents (numbers refer to figure 3)]
1. [Kyail] Manis Rengga 266 232 257
2. [KRyail Kanyut Mesem 263 223 253 5
2
236 225 263
4. [Gamelan donated by]
Paku Buwana X 252 231 262 1
Paku Alaman
5. [Kyail Harja Mulya 260 215 249 3
6. [Kyail Madu Kéntar 230 220 268 3
7. [Kyail Pangawé Sari 251 233 254 6
8. [Dalem] Joyodipuran 239 231 234 6
9. [Mojokerto] Kabupatén Mojokerto 240 238 250 2
10. [Gamelan] Pusaka Majapahit 228 221 254 1




Martopangrawit (1) 47

shape of the object, since as a toolmaker and vendor, he assumed that the
guestioner was a prospective customer and would want to calculate the cost
of the object. However, when I asked a noodle vendor the same guestion, I
got a very different answer. He said that a knife is an instrument used to
cut onions, cabbage, and the like, while a machete is an instrument used to
split wood. He wanted to impress upon the customer that he was a man who
kept things clean and would not mix dirty and clean implements.

So it is with pathet. If we ask a dhalang what "pathet" means, he
might answer that pathet refers to a "period of time." For, in wayang
performances, gendhing of a particular pathet are associated with a
particular time period {i.e., division of the play] which is referred to as
"pathet."” In fact, the pathet of a gendhing may be determined by the
"pathet"--division of the play--in which it is used. For example, a
gendhing that is actually in pathet manyura but is played during "pathet
nem" [i.e., the section of the play when gendhing in pathet nem are usually
played], will be considered as pathet nem as well.

If we ask a man who likes to perform songs what "pathet" is, we will
probably get a different answer. He will say that pathet is "key," in the
sense in which it is used in Western music. Thus, when he wants to perform
a song, he need only find the key [i.e., pathet] that accommodates the
range of his voice.

If we ask this same question of a practicing gamelan musician, such as
myself, we will get the following explanation. Pathet is performance
practice or treatment (garap), and to change pathet means to change
treatment., Let me clarify this.

The Tones in Laras Sléndro

Laras slendro has five tones, each with its own traditional name.
1. panunggul (pn)

2. gqulu (gl)

3. dhadha (gh)

4. lima (1lm)

5. nem (nm)
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Some interpret these as follows:
1. panunggul = 'head’

2. gulu = 'neck'

3. dhadha = 'chest’

4, 1lima = 'hand', 'fingers'

5. nem = (meaning unclear)

If we understand the names of the tones, we know the sequence of the keys
and how to arrange the keys and gongs of each gamelan instrument. So, when
the gamelan is played--each instrument played according to the technique
appropriate to it--we do not need to be told what tones we are hearing.
(This is particularly true for someone who fully understands the playing
techniques of all the instruments.) For this reason, the term "pathet"
came into use to refer to the different treatments associated with pieces
in different pathet. For instance, if we take Ladrang Pangkur in slendro
pathet manyura and in slendro pathet sanga, the vocal melody {in both
pathet] may be the same, but the instrumental parts will certainly be
different. This point can be proven by studying the bonang part for
Ladrang Pangkur; the pathet manyura part will be inappropriate for pathet
sanga. Not only will the pitch level be shifted upward or downward {(what
is known as "transposition" in Western music), but in some sections the
part will be significantly different. Thus, each instrument--with its
characteristic treatment and playing techniques--can delineate differences
in pathet. The instrument that can demonstrate these differences most
clearly is the gender gedhe (referred to in Yogyakarta as "gendér barung").
Let us proceed to examine the matter of the relationship of gender gedhé to
pathet.

Gender Gedhe [and Its Relationship to Pathet]

I shall not bother to provide a complete description of the shapes and
names of the various parts of the gendér gedhé, for the instrument should
be well known to most readers.

The Number of Keys on the Gender Gedhe

By "keys" (wilahan) here, I mean the part of the instrument that is
struck [with a mallet]. Archaic gender gedhé had only ten keys. The
sequence of the pitches, from left to right, is illustrated in figure 8.
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Figure 8. [The Keys of the Gendér Gedhe]

3]s |e|1]2|3]5|6]1
gl} éhj Imj nmj br| gl| dhj lm; nmj br
[barang/ [barang/
panunggul] panunggull

I have yet to see a gender like the one outlined above.

49

The gendér

with which I am familiar have twelve, thirteen, and sometimes fourteen

keys, as shown in figure 9, For most musicians skilled in playing the

gendér, a gender with thirteen keys is sufficient for executing all the

most beautiful céngkok. So even if someone shows the initiative to add

another key, it will be of little use for the professional;

in

fact, one

could say that such a key is almost never used. The intention of the
innovator is probably to merely beautify the appearance of the gendér, or
to make it symmetrical (i.e., so that each set of support pins will flank
two keys).
Figure 9.
Gender with twelve keys
12 |3|s|el1|2){3|s5|6]1]2
br! gl| dh{ lm! nm{ br{ gli{ dh{ Im| nm; br{ gl
Gender with thirteen keys
1235 |e6|1j2}3|5|6]1]|2]3
bri gl} dhy im| nm{ br|{ gl| dh{ Im| nm| br| gl| dh
Gender with fourteen keys
612|356 l1l2({3|5ls6f1]2]3
nm| br| gl| dh| 1m| nm{ br| gl| éh{ Im| nm; br; gl| éh
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Cengkok as It Relates to Performance Practice

When we hear a full gamelan playing a gendhing, we hear each
instrument played according to its characteristic performance technique.
Among all the instruments no two use exactly the same technique. Although
the slenthem, saron barung, and demung essentially play the same part,
sometimes the technique used differs (for example, when playing pinjalan).
If we differentiate between the types of performance practice, or treatment
(garap), for all the instruments, there are three basic types.

1. gumathok ['fixed', 'set']: a playing technique that is not melodic
and not tied to the melodic movement of the balungan, but to the
form [gong structurel] of the piece. The instruments that utilize
this technique serve to indicate irama.

2. sekaran [from sekar 'flower'l: a type of playing that involves
inserting other melodies (lagu) into the basic melody (lagu
pokok). This technique is characteristic of the kendhang ciblon
as well as the bonang barung and bonang panerus when the latter
two utilize the technique known as "imbal."

3. cengkok: a playing technique that is guided by the pattern of the
balungan and dependent upon the course of the balungan melody.
All of the melodic (lagu) instruments utilize this playing style.

Gembyang and Kempyung in Gender Gedhe

If we listen to the gendér playing of master musicians of Central
Java~-particularly in Surakarta and Yogyakarta--and if we pay close
attention to the movements of their right and left hands, which seem to be
moving almost independently, we find that almost invariably at the end of a
cengkok [i.e., at the seleh, or cadence] the hands will strike the interval
of a gembyang or kempyung. What is a gembyang? It is the interval
produced by striking two keys that flank four other keys [as illustrated
below]:

gembyang
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A kempyung is the interval produced by striking two keys which flank two
other keys. [Thus:]

kempyung

The Ranqge of Seleh

We said above that a gender with thirteen keys is sufficient to play
all kinds of cengkok. And these cengkok must, by definition, have a final
tone (seleh). The seleh are restricted to a specified range on the gender,
that is, a céngkok, upon reaching the seleh, must fall within the
prescribed range. This range is pictured in figure 10.

Figure 10. [Range of Seleh in] Gender with Thirteen Keys

range of seleh

Let us examine what we find in the range of seleh pictured in this
figure.

a. There are eight tones in the range of seleh.
b. The tones are 2, 3, 5, 6, 1, 2, 3, 5.

c. There are two 2's (gulu), two 3's (dhadha), and two 5's (lima);
there is only one 1 (panunggul) and one 6 (nem).

Of the two gendér mallets held in the right and left hands, the one held in
the left hand indicates the seleh. The right hand has the task of striking
either the kempyung or the gembyang above the key struck by the left hand.
So there is only one seleh tone for each céngkok.

According to tradition, there are only three pathet in laras sléndro--
sanga, nem, and manyura. How is one to divide the cadential tones (seleh)
among these three pathet?
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Pathet and the Range of Seleh on the Gender

It is probably clear by now that a pathet has a basic tone, or tonika
[from the Dutch "tonica"l. 1In the slendro tuning system, there are five
tones with approximately equal intervals between them. So, it would seem
that all five tones could function as a tonika, or dhong, and could be
linked theoretically in a circle such as that pictured in figure 11,

Figure 11, [Circle of Dhong Tones]

3 6
Figure 11 clearly shows that the slendro tuning system can, in fact,
have as many as five pathet:

a. a pathet with dhong tone 5 (lima)

b. a pathet with dhong tone 2 {(gulu)

c. a pathet with dhong tone 6 (nem)

d. a pathet with dhong tone 3 (dhadha)

e. a pathet with dhong tone 1 (barang/panunggul)

Based on these dhong tones we can arrange the tones according to their
functions.

Figure 12.
lower upper
kempyung dhong kempyung pelengkap dhing
I. 1 5 2 6 3
II. 5 2 6 3 1
III. 2 6 3 1 5
Iv. 6 3 1 5 2
V. 3 1 5 2 6
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Three of the pathet in figure 12 [numbers I, II, and III] have been
given names by our ancestors: the pathet with dhong 5 [number I] is called
"pathet sanga”; the pathet with dhong 2 [number II1] is called "pathet nem";

and the pathet with dhong 6 [number III] is called "pathet manyura.”

pathet with dhong 3 [number IV] and dhong 1 [number V] were not used by our
ancestors and thus were not given names.

call these pathet "X" and "Y," respectively.

This gives rise to the guestion, "Why do dhong tones 3 and 1 not merit

their own pathet?"
explanation begun above.
figure 13).

For our own purposes, we will

To answer this question we must continue the
Let us rearrange the tones in figure 12 (see

Figure 13,
lower upper
kempyung kempyung dhing dhong pelengkap
pathet sanga 1 2 3 5 6
pathet nem 5 6 1 2 3
pathet manyura 2 3 5 [ 1

Figures 12 and 13 clearly show that the interval between one

pathet and another is one kempyung.
kempyung to the keys
will emerge.

When we apply the interval of a
of a gender, the picture shown in figure 14

Figure 14.
12135 |6j1{2{3|s5le|1]|2]3
pathet sanga
pathet nem
range of seleh
pathet
manyura
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Considering the situation represented in figure 14, we should not try
to make five pathet, for even pathet sanga presents some difficulty in that
one of its tones, pitch 6, lies outside the range of seleh.

Let us first look at pathet manyura, for it lies farthest from the
range of seleh. Let us try to move this pathet so that it falls within the
range of seleh. We can lower pathet manyura one gembyangan, as in figure
15,

Figure 15.

range of seleh

pathet manyura
after having
been lowered
one gembyangan

This results in a situation in which two tones remain outside the
range of seleh (see figure 15). We should move on to a second step in our
efforts (see figure 16).

Figure 16.

range of seleh

our second our first
effort effort

range of pathet
manyura as a result
of our two procedures
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In our second step, we lowered tones 6 and 1 one gembyangan. Having
accomplished these two steps, all the tones of pathet manyura lie within
the range of seleh. The order of tones is now as in figure 17.

Figure 17.
lower upper
dhong pelengkap kempyung kempyung dhing
6 1 2 3 5

We have succeeded in moving pathet manyura into the range of seleh.
We should now deal with pathet nem, but, because so many of the tones of
pathet sanga already fall within the range of seleh, and if we were to move
pathet nem before pathet sanga, we would have to shift the tones of pathet
sanga that already lie in the range of seleh. For this reason, we will
work with pathet sanga first.

We will lower the two top tones of pathet sanga one gembyangan (see
figure 18). Why? 1If only pitch 6 of the pathet lies outside the range of
séléh, why should we move pitch 5 as well? We will do so because, if we
moved only pitch 6, there would be no difference between pathet sanga and
pathet manyura.

Figure 18.

range of seleh

range of
pathet sanga
after lowering
two tones
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I1f we arrange the tones of pathet sanga according to modal practice,
figure 19 results.

Figure 19,

dhong pelengkap lower kempyung upper kempyung dhing

5 6 1 2 3

Now pathet sanga is in the range of seleh and its area is clear. Let us
compare the diagrams of pathet manyura and sanga in their original
positions (see figure 14). The two pathet were previously two kempyung
apart, but now are only one tone apart (see figure 20).

Figure 20.

range of seleh

pathet
before: manyura

pathet sanga

.
.
.
.
.

range of
after: pathet sanga

range of
pathet manyura

We must now arrange pathet nem so that it will fall within the range
of seleh. Most of the tones of pathet nem are outside the range (e.g.,
pitches 6, i, é, é). Only pitch 5 is within the range of seleh. If we
look at the tones in the range of seleh not taken by pathet sanga and
pathet manyura, we see that only pitches 2 and 3 are available. For this
reason it is necessary to lower only pitcﬁes 2 and 3 of pathet nem into
the range of seleh. It is not necessary to move pitches 6 and i. In
addition to the fact that these tones are already the property of pathet

sanga and pathet manyura, even if they were moved they would not be
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consecutive with the other moved tones (2, 3, 6, and 1). Figure 21 shows

the three pathet in the range of seleh.

Figure 21.

range of seleh

1 2 3 5 6 1 2 3 5 6 1 2 3

. . . .

T ==
P R L Ll
- -

[ -
b=t—==—""

pathet nem pathet sanga

pathet manyura

This is the position of pathet nem in the range of seleh. How is it
played? I will discuss this later. Now I shall explain gembyang and
kempyung on the gendér gedhé.

The Range of Gembyang and Kempyung on the Gender

In gender playing the cengkok must have seleh ['cadences'], and these

seleh must fall in the range of seleh. There are only two possibilities

for seleh--seleh gembyang and seleh kempyung. Gembyang and kempyung also
have a specific range of occurrence on the gendér. Let us look at this
range of seleh gembyang and seleh kempyung in figure 22,

57
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Figure 22.
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We note in figure 22 that:

a. Pitch 1 can be used as either seleh gembyang or seleh kempyung.
(In pathet manyura, pitch 1 is used as seleh gembyang and in
pathet sanga as seleh kempyung.)

b. Pathet nem has two gembyang and one kempyung [in its range], while
the other two pathet have two gembyang [i.e., manyura: 6 and 1;
sanga: 5 and 6] and two kempyung [manyura: 2 and 3; sanéa: 1 and
21]. This is a [relative] weakness of pathet nem.
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For this reason, people whose appreciation of Javanese music is limited
will often have trouble differentiating between pathet nem on the one hand,
and pathet manyura or sanga on the other.

Moreover, there are people who are so bold as to claim that pathet nem
is a mixture of pathet manyura and pathet sanga. As far as I am concerned,
this opinion is incorrect. It is true that a mixture of pathet (modulasi
[from Dutch]) is common in Javanese gendhing--especially in Surakarta; in
fact, it can be said that there are almost no gendhing that do not include
a mixture of pathet. But, even so, the principal pathet will be clearly
felt. There are also a few gendhing whose pathet is ambiguous or seems
forced, for example, those for which the pathet should be manyura, but is
labelled "nem."

In figure 22 the [traditionally] established seleh gembyang and seleh
kempyung are clearly illustrated and these cannot be added to, nor can
their ranges be expanded. To add more keys [to the gendér] would be a
simple matter, but the difficulty lies in creating new cengkok. At most,
only new wiletan can be created. And, in fact, even this possibility has
not proved to be true; rather, the number of wiletan would seem to have
decreased over time. For, the number of wiletan created by our forebears
has actually dwindled and we have already lost many of the musical ideas
previously bequeathed to us. For instance, a set of bonang has been added
to the gamelan ensemble that accompanies the wayang kulit (gamelan
wayangan), and this is called "progress" (perkembangan). But, when seen
from the point of view of gender playing, this innovation could be
considered regressive., For, with the addition of the bonang, the gendér
céngkok played for sampak, srepegan, and lancaran* have become extinct.
{(Very few individuals remain who know how to play those cengkok.)

The question has occasionally been raised as to whether new céngkok
could be created by merely transposing (transposisi) already existing
cengkok up or down one pitch level, My answer to this is that it is just
too difficult. Cengkok in manyura, for instance, can be easily transposed
to pathet sanga [and cengkok in sanga to manyura] by merely lowering [or
raising] the melodies by one pitch level, though occasionally there are
cengkok that can only be forcibly transposed [in that manner]. If we try
to transpose to pathet nem, however, the awkwardness is quite apparent.
Listeners experienced in Javanese gendhing would only laugh to hear the

* . N
. The meaning of "gender cengkok for lancaran" here refers to
genderan in irama lancar (1/1).
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following attempt to transpose the céngkok "puthut gelut™ [from sanga/
manyura to pathet nem].

pathet sanga: i 6 i é
1 6 5 2
pathet manyura: é 1 2 3
2 1 6 3
pathet nem: 5 3 5 6 (hypothetical)
5 3 2 6

The Strength of a Tone Based on Its Position

Before we discuss the strength of a tone based on position, let us
look at figures 23 and 24.

Figure 23.
I II III Iv v
pathet sanga 5 6 1 2 3
I II III
pathet nem 2 3 5
I 1I ITI Iv \'
pathet manyura 6 1 2 3
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Figure 24.
lower upper
dhong pelengkap kempyung kempyung dhing
I I1 ITI v v
pathet sanga 5 6 1 2 3
pathet nem 2 3 5
pathet manyura 6 1 2 3 5

Explanation

I. Dhong. This tone is also called the "nada dasar” ('basic tone'),
which means that it serves as the basic tone in a pathet. Both vocalists
and instrumentalists orient themselves to only one tone, the dhong tone.
It serves as a guide to the pathet. When the dhong tone is used as a
séléh, it will feel more resoclute than the other tones. For this reason,
this tone is the strongest of all the tones. If the dhong is the seleh in
a céngkok, the gendér player will play gembyang.

II. Pelengkap. When this tone is used as séléh, it will seem weak or
irresolute. It will seem unpleasant if used as a seleh tone.
Nevertheless, its use does still clearly delineate the pathet, since it has
special cengkok associated with it in each pathet. The pelengkap also
serves to reinforce the strong position of the dhong tone. 1If this tone
falls as the séléh, the gendér player will play gembyang.

I1I1. Lower Kempyung. If this tone falls as the séléh, the feeling is
resolute, but not as strong as the dhong tone. Because of this the lower
kempyung also serves to strengthen the position of the dhong tone. That
is, without the lower kempyung, the strength of the dhong tone would seem
less pronounced. Let us take an example from pathet nem: the lower
kempyung is 5, but because it does not follow consecutively with the other
seleh tones ;n nem (see figure 23), the cengkok used will be taken from
pathet sanga (where 5 is the dhong tone) or manyura (where 5 is the dhing
tone). For this reaéon, the dhong of pathet nem (2) is not as strong in
that position as is tone 5 for pathet sanga or tone 6 for pathet manyura.
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As a result of the weakness of the dhong tone in pathet nem, the difference
in relative strength of the seleh tones in pathet nem is less noticeable.

1V. Upper Kempyung. This tone is much weaker in pathet sanga than in
pathet manyura because the upper kempyung in sanga (pitch 2) requires the
same cengkok as for pitch 2 in manyura (where it serves as the lower
kempyung). That is, the gender cengkok required for pitch 2 will always
end on the interval of a kempyung. If occasionally one hears gendér
players using a different cengkok (leading to pitch 2), it is merely their
attempt to provide variation; in fact, there is no need to provide such
variation beyond attempting to differentiate seleh 2 in pathet sanga and
pathet manyura.

The case is different for pathet manyura, however, where the upper
kempyung is strong within the pathet, though weaker than the lower
kempyung. Why? Because there is no pathet whose pitch level lies higher
than manyura and thus the upper kempyung tone in manyura [3] will require
céngkok that are exclusive to manyura.

The upper kempyung tone in pathet sanga [2] can also be strong, if it
*
is preceded or followed by a cadence {(kaden) typical of pathet sanga:

y
1 3 1 2 1 6 1 5 (with sanga cadence following)

4
1 6 1 5 1 6 1 2 (with sanga cadence preceding)

. . .

[Note: Arrows indicate seleh on upper kempyung, pitch 2.1

When such an arrangement of tones occurs, pitch 2 (the upper kempyung of
pathet sanga) is strong.

Pathet nem does not have an upper kempyung (see figure 20) because
pitch 6 is a part of pathet manyura and pathet sanga. $So, when in pathet
nem compositions the seleh is pitch 6, usually either a manyura or a sanga
céngkok is borrowed, depending on the preceding and/or following phrase.
In pathet nem, a seleh on pitch 6 usually requires a borrowed céngkok.
Nevertheless, it is possible to increase the feeling of pathet nem (in
céngkok to pitch 6) by having strong pathet nem tones, such as 2 and 3,
accompany pitch 6; for example, 2356 or 5356, I will.explain
more about this in the section on.mélédic direétioﬁ Zarah nada) below.

*
"Kaden" (cadens [from Dutch]) refers to a particular sequence of
tones in a melodic phrase (kalimat lagu).
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V. Dhing. Dhing is the weakest tone; it usually becomes the forbidden
tone in the pathet. Whenever dhing is used as a seleh tone in a pathet--
even if it is used only as the ending tone of a melodic phrase (not to
mention as a final seleh)--it will result in a feeling of awkwardness. In
fact, it can transform the atmosphere of the pathet.*

Pathet nem does not have a dhing tone and thus does not have a
prohibited tone. Although pathet nem has only a few tones, each of them is
strong. According to the theory of pathet, pathet nem has a dhong tone 2;
thus, its dhing theoretically must be pitch 1. However, seleh on pitch 1
(dhing) found in pathet nem gendhing are not felt to be awkward at all,
because céngkok can be borrowed from pathet sanga or pathet manyura. The
dhing tone in a particular pathet does not have cengkok associated with it
to serve as céngkok for seleh. when [the dhing tone falls as a séléh],
céngkok from another pathet must be used.

Mixing Pathet

The meaning of "mixing pathet" is about the same as the meaning of the
term "modulation" (modulasi [from Dutchl) in Western music. I touched on
the issue of mixing pathet above where I explained that of all Central
Javanese gendhing, especially in Surakarta, very few do not mix pathet.
However, the basic pathet remains clearly apparent. If we examine figure
25 (the circle of kempyung), we will see that the manner of mixing has
specific limits--pathet may not be mixed arbitrarily or without
limitations. Only adjacent pathet can be mixed, as illustrated in
figure 25,

* ,
See, for example, Gendhing Lonthang Kasmaran, laras slendro pathet
sanga.
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Figure 25. [The Circle of Kempyung]

X manyura

Y nem

sanga

In this figure, we see that pathet can only mix with (modulate to) the
adjacent pathet. Because there are only three traditional pathet in our
music, only the pathet with dhong tone 2 (pathet nem) can mix in both
directions. For this reason, when pathet nem has manyura cadences, it
often uses cengkok from pathet manyura, and when pathet nem has sanga
cadences, it often uses céngkok from pathet sanga. Thus, only pathet nem
has the flexibility to use cengkok from two other pathet.

Pathet manyura is able to mix only with the pathet to its left [i.e.,
facing the inside of the circle] because the pathet to its right is not
found. Pathet sanga is able to mix only with the pathet to its right
because the pathet to its left is not found. Thus, these two pathet (sanga
and manyura) are able to modulate to pathet nem only. A forced marriage
between pathet sanga and manyura would produce very awkward-sounding
results. Examples of this sort are Gendhing Kuwung-kuwung, laras slendro
pathet manyura, and Gendhing Lonthang Kasmaran, laras slendro pathet sanga.
We cannot speak for the individual listener's response to the feeling of
these gendhing in their arrangement of strong and weak tones.

In response to the question, "What about gendhing that have pitches 1
and 3 as dhong [cadence] tones," my response is that neither of these two
dhong tones can [be the basis for separatel] pathet, because there is no
room for such a pathet in the range of seleh. Besides, there is a more
important reason: our ancestors have left us céngkok in only three pathet
(sanga, nem, and manyura) and to this day we are not capable (or not yet
capable) of adding to these. Thus, when confronting gendhing that have
dhong [cadence] tones 1 or 3, like it or not, we must use the cengkok of
the three given pathet. For example, if there is a gendhing that has the
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dhong [cadence] tone 3, we may draw from manyura or nem céngkok for pitch
3, but we may not draw from cengkok in sanga, since pitch 3 is the
forbidden tone (dhing tone) in pathet sanga. If there is a gendhing with
the dhong [cadence] tone 1, we may draw from sanga_or manyura céngkok for
the pitch 1, but not from cengkok in nem, since pitch 1 is not present in
the hierarchy of tones in pathet nem. Even were it present, it would be

the dhing tone. Cengkok-borrowing among the three main pathet is shown in
figure 26.

Figure 26.

, manyura

Y
2@ nem
>
o
sanga

Explanation

A. Pathet manyura can borrow from pathet Y (i.e., for playing dhong
tone 1), or from pathet X (i.e., for playing dhong tone 3).

B. Pathet nem can borrow from pathet X only.
C. Pathet sanga can borrow from pathet Y only.

From figure 26 we can see that pathet manyura is the strongest of the
pathet because it can borrow from two other pathet, while the other main
pathet can borrow from only one other pathet. For this reason, when a
composer notates a melody whose pathet is as yet indeterminate, or which

has yet to be accompanied by the gamelan, the composer will usually notate
the melody in pathet manyura.
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Issues Related to Pathet

Padhang-ulihan

Padhang-ulihan is found in many disciplines--dance, carving,
discourse, behavior, etc. 1In short, everything has padhang-ulihan.
"padhang” ['bright’, 'light', 'clear'] is something that is clear, but
whose ultimate purpose is still unknown. That which clarifies the final
purpose is "ulihan" ['return', 'coming home']. For an example, let us
imagine that we see a man walking to the bath, and we are unaware of his
intentions. Will he take a bath, or wash his face, or merely inspect the
condition of the bathwater? In other words, we know the padhang, but not
the ulihan. ’

It is clear that each padhang may have 1,001 different ulihan. But it
is necessary that there be a harmonious match between padhang and ulihan.
If we saw a man enter the bath and straightaway lie down to take a nap, we
would certainly laugh, since his intentions are not in agreement with the
original appearance of his actions.

It is necessary to keep in mind that there are different levels of
padhang-ulihan, For example, if a man goes to the bath with the intention
of washing his face, this set of padhang-ulihan [i.e., action, final
intention] can itself become a padhang [which will then be balanced by a
larger ulihanl. For example, the scheme of dhandhang gula, [laras]
sléndro:

3
3 6 1 1 1 2 3 3 3 3
Wer- di ning-kang war- si - ta ji- nar- wi
padhang ulihan
L padhang
3 03 3 2 2 2 1 1 1 1
Wruh ing ku - kum i-ku wa-teg-1i- ra
padhang ulihan
J
. . . . . . ~
1 1 1 1 1 1 6 6
A - doh ma - rang ka - nis - tha- ne %> ulihan
padhang ulihan
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This example should suffice [to show something about the levels of padhang-
ulihan in Javanese vocal music]. As for instrumental music, there are two
types of padhang-ulihan: as a part of céngkok, and as a part of gendhing.

pPadhang-ulihan as a Part of Cengkok

The first of two céngkok will serve as the padhang, while the second
will serve as the ulihan. FEach cengkok has a fixed length. The gendér
part most clearly shows the limits of padhang and ulihan. Figure 27 shows
the limits of gender céngkok arranged by gatra as they are related to each
level of irama.

Figure 27.
gatra I gatra II
padhang ulihan
3 2 3 1 3 2 1 6 irama lancar
3 2 3 1 3 2 1 6 irama tanggung
3 2 3 1 3 2 1 6 irama dados
.3 .21.3.1 .3 .2/.1 .6 irama wilet
.3 .2(.3.1 3021 .6 irama rangkep
padhang | ulihan [padhang | ulihan

In reference to figure 27, I must insert an explanation concerning the
connection between irama and padhang-ulihan in céngkok. In the world of
karawitan, the term "rangkep" ['doubled'] has two usages: rangkep for
cengkok (i.e., cengkok rangkep), and rangkep for irama (i.e., irama
rangkep). For example, in the case of the gendhing, Ladrang Mugi Rahayu,
and the inggah to Gendhing Mudhatama, in which the irama [usually used] is
irama dados with kendhangan ciblon, if the irama is doubled (dirangkepkan)
the gendhing would still be irama wilet (and not yet irama rangkep).
However, the cengkok of the gender and kendhang, for instance, would be
céngkok rangkep., The padhang and ulihan also would be the same as in irama
dados, although according to figure 27 the padhang-~ulihan in irama wilet
are usually half as long as in irama dados.

In my personal opinion, if the levels of irama and their relationship
to the divisions of padhang-ulihan (as illustrated in figure 27) were not a
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tradition inherited from our ancestors, I would take issue with them, for
they tend to arouse confusion. Still, were we to change them we would
encounter great difficulties, for these rules have become habitual for us.
I1f 1 were to suggest a change in these rules, 1 would divide irama into two
parts: the smooth (luwes) irama would be called "sabetan," while I would
substitute "rangkep technique" (tehnik rangkep) or "rangkep treatment”
{(garap rangkep) for what is [now] called "irama rangkep."

Padhang-ulihan as a Part of Gendhing

Here I mean the padhang-ulihan ordered into melodic phrases for
gendhing. Thus, the meaning of "padhang" is an unresolved melody, and
"ulihan" is a resolved melody (lagu sumeleh). This is the same in vocal
pieces except that in gendhing [instrumental pieces] the length of padhang
and ulihan depends on the form of the gendhing. In other words, each
gendhing has its own rules., These will be easier to understand if I
explain them one at a time.

Padhang-ulihan melodic phrases in the sampak form:

A. 32 32 32 32 53 53 53 53
P P P u p ) p u
P u
B. 21 1 1021 1 21 1 1
p p p u p p P u rpadhang
P u
c. 2 2 2 32 5 6 6 6 16
p p P u p P p u
® q J
. - . . ~
D. 16 16 16 16 53 53 3 3
P P P u p P p u
P P ulihan
E. 12 32 32 32
P p p u
u

Explanation. The sampak form is composed of several melodic phrases.
In each phrase a stress is felt; that stress is then bounded by an ulihan
that carries a sense of resolution (rasa seleh). However, this seleh is
less resolute than the ulihan that ends with a gong [strokel], in which case
the previous ulihan will appear lighter, and this ulihan will in turn serve
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as padhang [to the stronger ulihan that coincides with the gong stroke].
Analogously, the gong tones that previously felt resolute will still be
less resolute than the final gong. This is what we mean by "levels" [in
the relationship of padhang-ulihan]. Gendhing forms with the same padhang-
ulihan as sampak are srepegan, ayak-ayakan, and kemuda.

Padhang~ulihan melodic phrases in the lancaran form:

Example {(a) [Lancaran Ricik-ricik, laras slendro pathet manyural:

G
buka: e s o+ 6 .. 356 . 532 . 356
p u P u
N N N . G
[ .3.5 .6 .5 . 6 .5 . . 6
P u P u
N N N . G
» 3 .2 3 .2 . 3.2 . . 61
3] u P u
Example (b):
. . G
buka: .1 .6 .1 .6 5323
b P u
N N N G
[ .563 . 563 . 563 52365
p P b u
N N N G
. 365 . 365 . 365 3212
p P Y u
N N N G
132 .1 32 .. 132 56 531
P P P u

Explanation. 1In this illustration, (a) represents a lancaran form
with balungan ndhawahi and (b) represents a lancaran form with balungan
mlampah. Each kenongf{an] represents a melodic phrase. Each gonglanl
comprises four kenongan (i.e., four melodic phrases). The first three
kenonglan] have the feeling of padhang, while the last kenonglan] (i.e.,
ending with a gong), has the feeling of ulihan.

The order described above represents [historically] the first scheme
of padhang-ulihan devised for lancaran. Eventually, composers felt that
this form was too narrowly conceived and placed extreme limitations on
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gendhing lancaran, since it was very difficult to compose such melodic
phrases. Then came a new idea concerning the form of melodic phrases in
lancaran. In lancaran with more than two gonglan], the final gong could be
composed of only two melodic phrases (rather than four as in the older
style), in order to provide a smooth return to the opening phrase. For

example:

Example (c¢) [Lancaran Béndrong, sleéndro pathet manyural:

G

buka: . 5.2 .5 .2 « 5.3
P P u

N N N G

[.5.3 .5 .2 5 .2 .5 .3
P P p u

N N N G

. 5 .3 5 .2 5 . 2 .5 .6
P P P u

. N . N . N . G

. 1 .6 .1 .5 .1 . 5 -1 .6
P p p u

. N . N . N . G

. . 6 .1 .5 . 1,5 .1 .6
P P P u

N N N G

.2 .3 L2 .1 .6 .5 .2 .31
Y u

In this lancaran, the last gong[an] has only two melodic phrases [i.e.,
"padhang" and "ulihan"].

There is another form of lancaran in addition to the two forms
described above. In this form each gonglan] is composed of three melodic
phrases--the first two gatra make up two melodic phrases and the last two
gatra make up one melodic phrase. For example, with balungan ndhawahi
[nibanil:

Example (d):

. G

buka: .2 . 3 .5 .6 .1 . 6.5
P u

N N . N G

{ .6 .5 .6 .5 L1 .6 .5 .3
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N N N G
.5 .3 « 5 .3 .5 .2 .3 .5
P p u
N N N G
. 6 .5 . 6 .5 .3 . 2 o 1 . 2
P P u
N N
.3 .2 2 3 .2 .. 6 .1 . 6 .51
p P u

N N N G
buka: .35. 2356 2321 6535
p p u
N N N G
[ 6365 2356 2321 6532
p p u
N N N G
3132 3132 5653 216651
P p u

Around 1930, I first heard the adegan jaranan [the horse-riding scenel
in the wayang gedhog accompanied by the gendhing, Lancaran Tropong Bang,
laras pelog [pathet nem], with Ketawang Langen Gita inserted into it, but
played in a lancaran style. To this day, this practice is still prevalent
in the accompaniment of wayang purwa. It is not clear who originated it.
The practice of forcing the melodic phraseology of ketawang into the gong
structure of a lancaran probably led to the appearance of several other
lancaran composed without regard to the traditional melodic phraseology
found in older lancaran. The composers following this trend merely made
sure that the piece was melodic, and that the number of beats fit the
lancaran form. For example, here is a [lancaran inl] balungan nibani, which
actually uses the phraseoclogy of a ketawang:

Example (e): [Lancaran Witing Klapa, sléndro pathet manyural:
G

buka: . 612 .6.3 .6.5 ,3.,2
P u P u
P u
N N N G
{[.5.6 .5 .3 .5 .3 L2 .1
P u D u
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N N N . G
. 2 . 1 o2 . 3 .5 . 6 .1 . 6
P u P u
P u
N N N G
. 3 .5 .6 . . .2 . 3 .2 .1
p u P u
P u
N N N G
.« 3 . 2 . 6 . 3 . 6 .5 .3 .21
p u P u
P u

Another example, with balungan mlaku:

G
buka: 1516 5321 6123 6532
P u P u
P u
N N N G
[ 3132 5321 6123 6 532
P u P u
P u
N N N G
3532 5321 6123 6 5 32
p u P u
p u
N . .N N G
66 . . 1516 3561 6532
P u p u
P u
. . N N N G
1516 5321 6123 6 5321
ol u P u

Lancaran that use the melodic phrasing of ketawang have not provoked
discussion, since most listeners' emotional appreciation [of the music] is
unaffected. People are content just to enjoy these "ketawang-as-lancaran."
But, in the formal study of the rules of karawitan, there must be a special
understanding of the structuring of melodic phrases in the various gendhing
forms,

There has arisen another kind of lancaran, which includes a vocal
part, and whose melodic phrases are even more chaotic, because the vocal
part has obvicusly been composed first and the balungan rather arbitrarily
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tacked on afterward. The function of the balungan in these pieces is not
to serve as a point of reference, but merely to accompany the vocal part.
Such a compositional process is unfortunate since it gives no thought to

the form of melodic phrases which must be used in the composition of

gendhing. It also tends to violate traditional instrumental practice.
Here is an example of such a composition.

a. . .3 33 3 .5 612 6.5 3
Na - li-ka ni - ra ing da - lu

N N

b. 3 3 5 3 5 6 5 3
a. . 3 3.3 61, .1 2.3 121 6
Wong agung mang-sah se - me - di

N . G

b. . . 3 5 6 1 5 6

a. .2 1 .6 12. .6 1.2 2.3 3.2

si - rep kang ba ~ 1la wa ~ na - ra

N N

b. 2 1 6 2 6 1 2 3
a. .1 .3 335 2 .12 3 121 6

sa - daya wus sa- mi gu - ling

N G

b. 1 1 3 2 . 1 2 6
a. 5 3 22 2 .6 12 23 3
na - dyan a -ri su - dar - sa - na

N N

b. 5 3 2 . 2 3

-
—
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|
|

a. .6 1 26 5 .35 6 35 3 2
wus da - ngu den - 1 - ra gu - ling

. N G

b. 6 1 6 5 3 2 1 2

In the example, the vocal part (a) was composed first, and only then
was the balungan (b) affixed and made to agree with the vocal melody.
Then, the composer(s) added a buka and a so-called umpak to the beginning
of the piece, and named the vocal part "ngelik." The irama of the umpak
section is to be irama tanggqung, and for the transition to the ngelik in
irama dados the drummer must give a peremptory signal on the drum--"tung
bleb." The melodic phrasing [of the balungan] is as follows.

. G
buka: .. 352 6.1 2 3 6165 3212
p ‘ou P u
P u
[umpak:]
N N . N G
a. [ 3132 612 3 6165 3212
ho) °u p u
p u
[ngelik:]
N N N B G
b, 3353 5653 . 35 615 6
P u p u
P u
N N N G
c. 2162 6 1 2 3 1132 . 1 26
P u P u
P u
N N . N G
d. 5 3 2 . 6 1 2 3 6165 32121
p tu D u
P u

I mentioned above that I considered this kind of composition
regrettable since it extensively violates proper instrumental practice.
Let us examine the matter more closely:



(1)

(2)
(3)

(4)

Martopangrawit (1) 75

The movement from the fourth gatra of line (a) to the first gatra
of line (b) presents technical problems for the gender player,
and the feeling is awkward.

Line (c) presents technical problems for the bonang player.

The melodic phrasing is that of a ketawang [and not of a
lancaran] and the only elements characteristic of lancaran are
the number of beats per gonglan] and the gong structure.

The movement from the second to the third gatra of line (d)
presents technical problems for the gendér player, and the
feeling is awkward.

Padhang-ulihan Melodic Sentences in the

Ketawang and Ladrang Forms

The principles of padhang-ulihan in ketawang and ladrang are

identical, but the final seleh [cadence] is different, For example,

N G

ketawang: 3216 3532 .3 .2 . 126

5 S > S

P u

N N

ladrang: 5316 5316 3323 6532
“'p ° ttu p u padhang

— —_—
N G
3235 6.5 32 1653 5616

P u p u ulihan

If we examine the melodic phrasing of ketawang and ladrang, we realize that

all the forms of gendhing have their own rules of melodic phrasing and of

padhang-ulihan. One should not compose merely by filling in the correct

number of beats. We have to consider existing standards [of tastel] and

have to know, feel, and differentiate between light seleh (those in the

middle of a phrase), and heavy seleh (those at the end of a phrase).

I once tried to compose a ladrang without paying attention to proper

melodic phrasing, only observing the right number of beats [per linel]. As

it turned out, the piece was rejected by those who heard it; many
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considered it laughable, though some of those who laughed were the very
ones who also compose gendhing without attending to the rules of proper
melodic phrasing. As an example of a composition that ignores melodic

phrase structures, please consider the gendhing notated below:

N . N
(a) [ 2 1 2 6 . 3 5 6 (b) 3 5 6 1 . 6 5 3
N N
3 5 3 2 .1 2 &6 2 1 2 6 3 3 . .
N N
. 6 5 6 5 3 2 3 6 5 3 2 5 6 5 3
G G
2 1 2 6 3 3 . 6 2 1 2 .1 2 31

Padhang-ulihan Melodic
Phrasing in the Méronq Form

Mérong kethuk 2 kerep [Gendhing Gambir Sawit, sléendro pathet sangal:

t t N

[...5 23656 22 ., . 2321
P u

t t N

.. 32 .12 22 .. 2321
P u

t t . N

. .32 . 165 . .56 1653
P u

t t G

22 .3 5321 35632 .1 5 ]

b u

Since gendhing unequivocally in the form mérong kethuk 2 arang are
rare in slendro (most are in mixed form, such as Gendhing Laler Mengeng),
the example below is taken from a pélog gendhing.
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Merong kethuk 2 arang [Gendhing Laranjala, pélog pathet limal:

t t N
[ ..21 2165 cees 55.6 11.,. 11.2 3323 2121
P u
t t N
..21 2165 .... 55,6 11.. 11.2 3323 2121
p u '
t e o eeot N
.21, 2165 .... 55.6 11.2 3216 5424 5645
P u
t t G
e 55.. 5456 5424  ,24. 4565 21.5 6121 1
P u

This example demonstrates that there is a certain latitude in the
composition of kethuk arang melodies [i.e., the padhang and ulihan phrases
are not necessarily of equal length]. The designation of the number of
kethuk beats in a kenongan (i.e., "kethuk 2," etc.) serves also to indicate
Thus, kethuk 2 kerep and

kethuk 2 arang both have two phrases in one kenongan, the difference lying

the number of melodic phrases in each kenongan.

in the number of gatra [in a phrase] and the placement of the kethuk

strokes.

Mérong kethuk 4 kerep [Gendhing Damar Keli, sléndro pathet manyural:

t t t t N

{ ..65 3356 2321 6532 ..23 6532 5323 5616
P u u

t t t t N

. .65 3356 2321 6532 ..23 6532 5323 5616
P u u

t t t t N

..65 3356 2321 6532 .23 6532 5323 5616
P u u

t t t t G

33.. 33.. 33.2 5321 sees 1123 6532 .126 ]

P u

I have chosen this gendhing since it shows an instance of balungan

gantungan ['hanging balungan'l: 3 3 .

33

According to the

conception of our ancestors, balungan gantungan is not considered a part of

a melodic phrase until it is completed by a subseqguent phrase.
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Mérong kethuk 4 arang, laras slendro, with mixed melodic phrases

[Gendhing Mawur, slendro pathet sangal:

t t

[ 22.. 2321 .216 2.1 65.. 55.6 123, 1232

t o e . t N

.126 ceve 1561 6635 1656 5321 3216 2.1
t t

65.. 2321 .216 .2.1 65.., 566.6 123. 1232

t . . t N

.126 P 1561 6535 1656 5321 .216 2.1
t t

65.. 2321 .216 2.1 65.. 55.6 123. 1232

p

t . e . t N

.126 PN 1561 6535 1656 5321 3212 .165

1il.. 3216 3565 2232 ..25 2356 3565 2232

t . t G

11.. 11.2 3516 3532 161. 1312 .321 6535




Martopangrawit (1)

Merong kethuk 4 arang, laras sléndro, with eight melodic phrases per
kenongan [Gendhing Rondhon, sléndro pathet sangal:

t

.o cees ceoe . t . cee
[ 11.. 1121 3212 .165 .52 3565 11.. 1216
p u P u
. t .o cee . t N
. .61 6535 ii.. 1216 [P 1653 2353 2121
p u p u

t . t
55.2 6535 1656 5321 .111 2321 3212 .126

.e.. 1653 22.3 5635 .... 55.6 1656 5321

P e o s o o

t . . t
.111 2321 5616 5321 5616 5321 35632 .126

P u P u
t t . N
e 1653 22.3 5635 oo 55.6 1656 5321
p u P u
t t
33.. 6532 .321 6535 2356 3532 .. 25 2356
p u o) u
LB v . G

11.. 1121 3212 .165 35.. 5561 3212  .165 ]




80 Martopangrawit (1)

Mérong kethuk 4 arang, laras pélog [Gendhing Klentung, pélog pathet limal:

t t
[ ..32 .161 245, 5421 ..32 .161 245, 5421
P u
t t N
.23, 123. 123. 1216 .1, 6.5. 4,24 5645
P u
t t
.456 5452 .. 24 .245 .456 5452 .24 . 245
p u
t t N
..24 5.24 5.54 2121 77.. 77.. 7765 4565
Y u
t t
.456 5452 .24 . 245 .456 5452 .. 24 .245
P u
t t N
44.,. 44,. 44.. 2245 ..56 .2.1 6123 2121
p u
t t
..32 .161 .245 5421 ..32 .161 245, 5421
p u

G
44.. 44, . 44, . 2245 ..56 2.1 6123 2121 ]
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Mérong kethuk 8 kerep, laras pélog [Gendhing Pangrawit, pélog pathet limal:

t t t t
[ ..31 .3.2 3.35 6532 .321 .3.2 3.35 6532
P u P u
t t t t N
.321 .3.2 3.35 6532 3.35 2321 ..12 3565
P u P u
t _t t _t
..57 .656 77653 6523 55.7 5676 77653 6523
p u P u
t _t t t N
55.7 5676 77653 6532 52.3 6532 4.2 4521
P u P u
t t t t
.13 .212 3.35 6532 .321 .3.2 3.35 6532
P u P u
t t t t N
.321 .3.2 3.35 6532 3.35 2321 66.. 2321
P u p u
t t t t
.216 2.1 . 216 .2.1 23.. 6532 3216 2165
P u p u
t t t t G
15,6 2165 15.6 2165 66.. 6676 .532 .5.3 ]
p u p u

Earlier I explained that there is no kethuk B8 kerep form in laras
sléndro, but only in laras pélog. I cannot account for this fact. In
fact, there are sléndro gendhing that have eight phrases per kenongan, but
these gendhing are all in the kethuk 4 arang form. There are also mixed
compositions; that is, each kenongan contains either four or eight melodic
phrases. 1 have provided examples above of two kethuk 4 arang gendhing in
laras sléndro, and one kethuk 4 arang and one kethuk 8 kerep gendhing in
laras pélog, for comparative purposes.

After considering all of these examples, I would conclude that the
ordering of melodic phrases in gendhing of the kethuk 4 arang form in laras
slendro is not fixed. 1In fact, one often finds melodic phrases
characteristic of the ladrang form included in the longer form. It is
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indeed difficult to arrange melodic phrases in the kethuk 4 arang form.
Moreover, a composer has to think of more than melodic phrasing when he
composes. He must also keep in mind the creation of a pleasing melody, the
performance practices characteristic of the various instruments, and so on.
I think this is one of the reasons composers are reluctant to work in this
lengthy form. The longest form of gendhing that modern composers attempt
is ladrang. Even there, composers generally compose the vocal melody
first; the balungan merely conforms, frequently causing difficulties and
avkwardness in performance. Contemporary composers have generally ignored
the gendhing kethuk 2 and longer forms; gendhing in these forms have been
inherited from our ancestors. In my opinion, even if there were composers
who worked in these forms, the new pieces would not be comparable, much
less superior, to the old ones.

This shall suffice as my explanation concerning padhang-ulihan and
melodic phrasing in gendhing. I have provided this explanation as a
prelude to a consideration of the direction of tones (arah nada), or
melodic direction in gendhing. Melodic direction is very important because
it can show how pathet is determined.

The Direction of Tones

We shall use the gendér as our means of explaining the material in
this section. To order the tones of the gendér from large [i.e., low] to
small [i.e., highl], we proceed from left to right [that is, from the
larger, lower-pitched keys on the left to the smaller keys on the rightl;
and conversely, to order the tones from high to low, we proceed from right
to left. For instance, in the melody 2 3 5 6 , we have a motion from 2
to 6, by way of pitches 3 and 5, which serves to clarify the direction of
the melody from left to right. ©On the other hand, although the motion is
from 2 to 6 in the melody 2 1 2 6 , the direction of the melody is from
right to left. )

Let me try to clarify this matter further. There is a gender
technique known as "thinthingan" that is very simple--almost anyone can
learn to play it--but which has great practical value., For, it makes clear
to the listener which pathet is about to be played. Thinthingan consists
of the four tones of the particular pathet, exclusive of the dhing tone,
played from right to left.
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Figure 28,
v IlI II I
thinthingan pathet sanga 5 6 i 2
thinthingan pathet nem 2 3 5 6
thinthingan pathet manyura 6 i é 3

Thinthingan played on the gender also serves to indicate melodic direction.
Figure 29.

The direction of tones in pathet sanga

Note that, since pathet nem has only two consecutive tones ( 2 - 3 )
[in the range of seleh], the melodic direction of pathet nem must always
include these two tones, or at least one of them. For example, if there is
a melody 6 . 65 (i.e., from pitch 6 to pitch 5, or, from right to left),
the pathet is sanga, not nem. But if the rest [indicated with a dot] is
filled in with pitch 3 (i.e., 6 3 6 5 ), thus adding a characteristic
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pathet nem tone, the pathet will be nem. This can be further demonstrated
if we play these melodic phrases on the gendér, since the gendér [céngkok]
required for the last-mentioned example will invariably be in the pathet
nem range. And, if, for example, there is a balungan phrase 3 . 3 2 ,
although pitches 3 and 2 are within the range of pathet nem, they are also
in the range of pathet manyura, especially since they are in middle
register. (Pitches 3 and 2 in the lower register [i.e., 3 and 2] are
unequivocally in the range of pathet nem.) So, if the ph;ase méntioned
above [ 3 . 32 ] is to become pathet nem, it must include either tone 6
or tone 5, or both. For instance, 3 6 32 and 3 5 3 2 , which

include one of these tones; or 35 6 3 2 and 36 5 3 2 , which include
both of them, are clearly identifiable as pathet nem. This is

reinforced by the pathet nem gender cengkok that would be used in

playing these phrases.

Cengkok Mati ['Fixed Cengkok']

After our discussion of the structure of melodic phrases based on the
concept of melodic direction, we can proceed to a consideration of "cengkok
mati." These are melodic phrases the pathet of which is predetermined and
not based on melodic direction. This is primarily a matter of intuition,
and is difficult to account for theoretically. The following are cengkok
mati in three pathet of laras sléndro:

1. cengkok mati, pathet sanga:

a. 35 3 2 . 126
b. 1 6 5 6 5 3 2 1
c. 5 6 1 6 5 3 2 1
a. 2 2 . 23 21
e. 1 6 5 6 5 1 2
f.3 53 2 . 165
g. 5 6 5 3 2 1 2 1
2. cengkok mati, pathet nem:
a. 5 6 53 21 6 5
b. 6 6 1 6 5 3 2 3
c. . 165 1216
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3. céngkok mati, pathet manyura:

a. 35 6 1 6 5 3 2
b. 3 3 . 6 5 3 2
c. 356 1 6 5 2 3
&. 5 6 53 21 26
e. 5 6 5 3 2 1 2 1

Relative Strength in the Position of Tones

Each gatra is composed of four balungan beats, or sabetan. These four
sabetan are named in accordance with the up-bow [majul and down-bow
[mundur]l of the rebab. The names are as follows:

First sabetan = sabetan maju [i.e., 'forward'l]

Second sabetan = sabetan mundur [i.e., 'back']

Third sabetan = sabetan maju

Fourth sabetan = sabetan seleh [i.e., 'falling', or 'cadential']

Or, if these are written in graphic notation:

1 2 3 4

maju mundur maju seleh

The tones in an individual gatra are relatively strong or weak according to
their position., For example, the arrangement of tones 6 5 2 1 |is
called "nyiji"™ ['one at a time'], meaning that no two tones repeat. The
tones that fall on the maju beats [i.e., beats one and three] are
relatively weak (light/thin/insubstantial). The tones that fall on the
mundur beats [i.e., beats two and four] are relatively strong and emphatic.
Since the tone that falls on the seleh beat is the strongest in emphasis,
the céngkok of the gendér will be determined by those seleh tones. This
can be demonstrated by noting the gendér pattern used in playing the
balungan mentioned above [ 6 5 2 1 1; the cengkok used aims toward the
final seleh beat.

The balungan 6 3 6 5 , on the other hand, has a pattern called
"maju kembar" ['repeated maju'l. This kind of balungan tends to add
emphasis to the tone on the mundur beat [i.e., beat two]l. For this reason,
the gender cengkok will not only aim toward the seleh beat, but will
utilize a "half-cengkok" leading to the tone on the mundur beat. To
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demonstrate this, let us consider the playing of the gendér for balungan of
the maju kembar type:

N

G
2

If the repeated tone on the maju beat [beats one and three] is the dhing
tone, the result will be a change in pathet. The dhing tones are pitch 3
in pathet sanga, pitch 1 in pathet nem, and pitch 5 in pathet manyura. For
example, in the balungan melody . 6 . 5 in pathet sanga, if we fill in
the rests on the maju beats with pitch 3, the resultant melody, 3 6 3 2 ,
will be in pathet nem. Analogously, in the melody . 6 . 5 in pathet nem,
if we £ill in the maju beats with pitch 1, the resultant melody, 1 6 1 5 ,
will become pathet sanga. To make this clearer, I have made a list of
balungan melodies into which the dhing tone can be inserted.

Balungan Pathet Tone Added Resultant Pathet

a. . 3 . 2 manyura + 5 — nem

b. . 3 . 2 nem + I — manyura

c. B 2 . 1 sanga + 3 el manyura

d. . 6 . 5 sanga + 3 — nem

e. . 6 . 5 nem + 1 — sanga

f. . 3 . 6 manyura + 5 — nem

g. . 2 . 5 sanga + 3 — nem

h. . 2 . 1 manyura + 5 — sanga

The tone that falls on the seleh beat is the strongest, but sometimes
its strength can be diminished, namely, when a tone one pitch degree higher
or lower than the seleh tone is repeated immediately after the seleh beat.
For instance, if the seleh tone 3 is followed by the repeated tone 2 or 5
(i.e., 1653 22.. ,or 1653 55 .. ), then the strength of
the seleh tone will be sapped by the repeated tone which follows it. This
is evident in the third kenongan [of the mérong] of Gendhing Gambir
Sawit, sléndro pathet sanga:
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pitch 3 in the kenong position in pathet sanga is, in fact, quite awkward,
but, because immediately following it there are the repeated tones, the
feeling of pitch 3 is naturally sapped by the repeated pitch 2's. The
composer of Gambir Sawit was truly masterful, not only in his use of the
repeated 2's, but because the repeated tones lead naturally into a céngkok
mati for pathet sanga [thereby eliminating the ambiguity of pathet caused
by pitch 3 in a cadential positionl.

Another example is the last gongan of the vocal gendhing, Ketawang
Sinom Parijatha, laras sléndro pathet sanga, in which the final seleh tone
is pitch 1. Because the beginning of the following gongan (the so-called
umpak [see above in reference to the misuse of this term]) is a repeated
pitch 6, the feeling of finality at the end of the gongan is diminished.
So it is not surprising that some pesindhen sing the melody as follows:

N
balungan: . . . . 2 3 é 1
vocal melody: . é é ié é i
a - ma ma -~ ngun
G
balungan: 5 2 1 6 2 3 2 1
vocal melody: . 5 2 23 21 6 . 2 3 .5 2321 1 61
kar-ya nak cas ing sa - sa - ma
N
balungan: 6 6 . . 2 3 2 1

vocal melody: 6

The strength of the seleh tone can also be weakened if the tone that
falls on the seleh beat in a padhang céngkok for gender [i.e., the first of
two céngkok] also flanks the following tone. An example is 3 2 1 6
? § 1 2 , in which pitch 6 serves not only as the seleh of the padﬂang
céngkok, but is also the séme pitch as the second beat of the following
gatra, thus flanking pitch 5 [i.e., the first beat of the gatral. Or, in
the balungan melody . 2 3 é 6 53 2 , the strength of pitch 5 on the
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seleh beat of the first gatra is diminished by the flanked pitch 6 on the
first beat of the second gatra.

Analyzing a Gendhing

The above discussion of the ins and outs of karawitan, though
incomplete and with reference to laras slendro only, should give some idea
of the complexity of our subject. We are, consequently, indebted to our
ancestors who have bequeathed to us the heritage of karawitan--gamelan,
gendhing, and so on. It is my considered opinion that unnecessary
innovation, adding or deleting something from the tradition, is improper.
Indeed, while we all wish to achieve progress, we would do well to remember
not to pursue progress for its own sake without considering the
consequences. For example, if we want to play a ketawang gendhing, we need
only look for [an existing] one that we like. We should not choose just
any gendhing kethuk 2 to be played as a ketawang gendhing, since the
melodic phrasing may not be appropriate. Or, if we insist on creating a
ketawang gendhing out of a gendhing kethuk 2, we should at least choose a
gendhing that tend toward the phrasing of a ketawang--for instance,
Ketawang Gendhing Sumedhang, which may be played as a ketawang with the
help of a vocal part. 1In contrast, Gendhing Renyep played as a ketawang
would sound awkward and forced.

There are other violations, such as a gendhing ladrang performed with
a gérongan vocal melody that has the melodic phrasing of a ketawang. This
is also very awkward, as, for example, in one kenongan of Ladrang
Clunthang, laras sléndro pathet sanga:

et

. 5 2265

.621 621 .252516 2 .

[ %}
we
N .
[

I1f we pay very close attention to this example, its awkwardness will be
apparent. The melody of the gendhing has just reached the [second] kenong,
but the gérong melody already evokes the finality of the cadence leading to
the gong. Those who take pleasure in creating new gendhing or in
rearranging old ones should remember not to be careless. Vocal gendhing
such as Mijil Lagu Dhempel, Mijil Ludira, and Ketawang Kesatriyan should
never be altered. Though there is no sanction against such practices, they
are not really proper. In order to know better just what is correct or
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incorrect in the arrangement of gendhing, let us proceed with the analysis
of a particular gendhing., As a first step, we shall study the types of
balungan.

The Types of Balungan

1. Balungan Mlaku ['Walking Balungan']

Each beat (sabetan) is filled by either a balungan tone or a single
rest on the maju beat [i.e., beats one or threel. For the purposes of the
melodic instruments, the rest will be considered to be filled by the
preceding tone. That is, in the example above, pitch 1, [which ends the
first gatra, will be sustained through the following rest on the first beat
of the second gatra].

2. Balungan Nibani

Each of the maju beats [i.e., beats one and three] is filled by a rest
in balungan nibani. It is understood that, for the purposes of the melodic
instruments, this kind of balungan is directly derived from an [idealized]
balungan mlaku version of the same melody [i.e., from a filled-in versionl.
[Though this version is implied and not stated,] the players of the melodic
instruments will perform their parts according to the implied balungan
mlaku melody (see the section "Inggah," above).

3. Balungan Pin Mundur

This kind of balungan [in which a rest occurs on a strong beat] is
particularly emphatic and requires that the melodic instruments follow
closely the tones of the balungan melody. (We should probably have dealt
with this matter above in the section "Strength in the Position of Tones,"
but since this sort of balungan melody is very rare, we chose to make note
of it here.)

4. Balungan Ngadhal
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There are two or more tones per beat in this type of balungan. This
can sometimes have the effect of changing the stress that particular tones
receive,

5. Balungan Plesedan (/Mlesed) ['Sliding Balungan']

There are five varieties of balungan plesedan that apply to the solo
female vocal part (sindhenan).

a. Plesedan Mbesut

Following the seleh tone there is a repeated tone that is one step
lower or higher than the seleh tone.

b. Plesedan Céngkok

Following the seleh tone there is a repeated tone that is more than
one pitch degree higher or lower than the seleh tone.

c. Plesedan Tungkakan
3 5 6 5 2 2 3 2 6 6

Preceding a repeated tone there is a tone that is not in the range of
the sindhen part.

d. Plesedan Jujugan

.

Following the seleh tone there is a repeated tone that is further than
a gembyang away from the seleh tone.

e. Plesedan Wilet
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Following the seleh tone there is a melodic phrase that is the same
length as the padhang and ulihan of a céngkok (e.g., the padhang gatra has
a rest on the [last] beat, and the following gatra consists of two or more
rests). Another example would be the melody

in which, following the seleh tone, there is a padhang gatra that has
balungan tones on only the first and second beats.

Now let us begin our analysis of a particular gendhing, using the
terms we have outlined above (i.e., the types of balungan). For study
purposes, let us take a well-known and easy gendhing, Ladrang Pangkur,
laras slendro [pathet manyural:

N
(a) 3 2 31 3 2 1 6
N
(B) 16 3 2 5 3 2 1
N
(c) 3 5 3 2 6 5 3 2
G
(D) 5 3 2 1 3 2 1 6

Melodic Phrases

If we analyze the melodic phrasing, we note that the phrases are
appropriate to the ladrang form, and that there are no problematic spots.
Everything is in its proper place, including padhang and ulihan.

Pathet

1f we look at the notation of Ladrang Pangkur, above, we can
immediately guess that the piece is in pathet manyura, for that is our
instinctive reaction, and performers commonly use manyura treatment (garap)
when confronted with this sort of notation. But why, and on what basis?
The padhang and ulihan seleh could function in pathet sanga, since none of
them fall on the dhing tone of pathet sanga [3]. Let us try to answer this
question by performing an experiment. What would happen if we played the
above-notated melody with cengkok from pathet sanga? If in so doing we
encountered sections that seem displeasing to the ear, perhaps we would
find the answer to our question. [The notation which follows uses
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the same balungan as noted above--that is, pathet manyura--with the gérong
notated as if the piece were in pathet sanga.]

N
(a) 3 2 3 1 3 2 1 6
.2 2 . . 231 . 2 1 235 2716.
Pa - rab - e sang sma-ra ba-ngun
N
(B) 1 6 3 2 5 3 2 1
. 1 6 1 22 . 3 5 232 1
se - pat dom - ba ka - 1i o - ya
N
(c) 3 5 3 2 6 5 3 2
T3 s 5 3 2 T3 5 Bl5 32
a - ja do - 1lan lan wong pri - ya
G
(D) 5 3 2 1 3 2 1 6
. 53 5232 1 . 2 2 53 21 6
ge~ré - meh no - ra pra - sa - ja

The section of the gérongan that sounds most unpleasant when played with
the above balungan is the first gatra of line (A). The reason for this
lies in what we said earlier about the strength of tones as related to
their position.

According to the position of the tones, the pathet of Ladrang Pangkur
notated above should indeed be manyura. It could be treated as pathet
sanga, but this would represent a violation, and, furthermore, would not
sound at all pleasing.

One may argue that the first gatra of line (A) alone prevents Pangkur
from becoming pathet sanga because there is the sanga dhing tone in both
maju beats. If this were indeed the reason, the issue could be resolved if
we replaced the gatra 3 2 3 1 with 23 21 . Thus,
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N
(a) 2 3 2 1 3 2 1 6
N
(B) 1 6 1 2 5 3 2 1
N
(c) 3 5 3 2 6 5 3 2
G
(D) 5 3 2 1 3 2 1 6

If we applied the pathet sanga gérongan to the above balungan, the effect
would be somewhat more pleasing. However, we would still have a problem in
the first gatra of line (C). We should realize that, although we have
changed the melody, we have not yet clearly established the pathet as
either pathet sanga or manyura. We cannot clarify this point further
through melodic changes. Master musicians and composers must now choose
for themselves and make their choice clear in the buka of the gendhing.
[Hypothetical] buka for the above-notated [hypothetical version] of Ladrang
Pangkur might sound as follows:

buka pathet sanga:
2 2 2 1 1 2 1 5 6 1 2 3.2 1 6
buka pathet nem:
2 2 1 3 2 .1 6 5 1 2 1 6
buka pathet manyura:

3 31 3 2 6 1 2 3 2 1 2 6

.
.

To make their choice more resolute, the performers would play pathetan in
the desired pathet before the buka.

The Direction of Tones and Performance Technigue

[in Analyzing Ladrang Pangkur]

After examining the melodic phrases and the pathet of Ladrang Pangkur,
we turn to the matter of melodic direction of the tones in connection with
performance technique. Line (A) is [hypothetically] 2 3 21 32116 ;
2 3 21 could be either pathet sanga or manyura. However, if we join.this
gatra and the following, creating one phrase, the seleh tone of this line,

tone 6, will still be a very strong tone in pathet manyura. Thus, if
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we want to play this line as pathet sanga, we must precede and follow it
with melodies that are clearly and unambiguously in pathet sanga. For
example, either

where the characteristic sanga melody [underlined in the example] precedes
the phrase (A); or,

where the sanga melody [underlined] follows the phrase (A).

Line (B) is written 1 61 2 5321 ; the gatra 1 6 1 2 could be
pathet sanga or manyura. Whén this gatra is linked with thé next gatra,
thus forming a single melodic phrase, the whole line becomes stronger in
pathet sanga because it ends on pitch 1, the lower kempyung in pathet
sanga. In pathet manyura, this tone is merely the pelengkap. (See the
section "The Strength of a Tone Based on Its Position.™) So, conversely,
if we want to make this melodic phrase sound more like pathet manyura, we
must have melodies clearly in pathet manyura either before or after the
phrase; for example,

where the characteristic manyura melody [underlined in the example]
precedes the phrase (B); or,

where the manyura melody [underlinedl follows the phrase (B).

Line (C), which can be written 3 53 2 3532 , is clearly in
pathet nem (see the sections "The Direction of Tones™ and "The Strength of
a Tone Based on Its Position.™) Line (C), as it is in the pathet manyura
version of Ladrang Pangkur-- 3 5 3 2 6 5 3 2 --is also pathet nem.
Although, according to the rules of performance practice, both pathet sanga
and pathet manyura make use of [phrases from] pathet nem, the composer's
wish is to keep the piece in pathet manyura. 1In line (B)

( i 6 32 5321 ), if the gender player treated seleh 1 as a
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gembyang (i.e., as pathet manyura) and then proceeded to treat the
following 6 5 3 2 as pathet nem, the result would be quite awkward. This
is because the mid-point of the gatra falls on pitch 5, which is the
avoided tone (dhing) for pathet manyura. 1f, however, the seleh 1 were
treated as a kempyung in the gendér part (i.e., as pathet sanga), the
transition to the mid-point of the following gatra would be much smoother.
In all probability, the composer realized that once the gender player
reaches line (B)-- 3532 65 3 2 --he is obliged to treat the line as
if it were . 3 .2 . 3.2 , as in fact it is in irama wilet.

Ladrang Pangkur in irama dados and irama wilet, line by line:

irama dados: 3 2 3 1 3 2 1 6
line (a)

irama wilet: .3 .2 .3 .1 .3 .2.1.6

irama dados: i 6 3 2 5 3 2 1
. . .. . line (B)

irama wilet: 11..6612 3263.2.1

irama dados: . 3 . 2 . 3 . 2
}line (C)

irama wilet: e e 30 0.2 e e 30 02

irama dados: 5 3 2 1 3 2 1 6
} line (D)

irama wilet: 61326321 .3 .2 .,.1.6

If we consider the gendér part of Ladrang Pangkur--in pathet sanga or
pathet manyura--we can see clearly that its pathet is unequivocal and its
composition skillful. So it is not surprising that this gendhing has
become a beloved favorite of the people., But everything must have its
flaws and Ladrang Pangkur is no exception. Consider the second gatra of
line (B) in irama wilet

3263 .2 .1
padhang ulihan

noting that an ulihan in irama dados is equivalent to a padhang plus an
ulihan in irama wilet. For the balungan of this ulihan [thus, . 2 .1 ]
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the gender usually uses the céngkok called "dua lolo." For instance, in
the first gatra of line (A) in irama wilet, that cengkok is used to great
effect. But the cengkok "dua lolo" can only be used from seleh 6 or seleh
2 [to seleh 1], The second gatra of line (B) must proceed from a seleh on
pitch 3 and thus "dua lolo" cannot comfortably be used there. So, each
gender player when treating this section of the gendhing will £ind his/her
own way of getting from seleh 3 to "dua lolo" based on his/her own personal
ability. It is hoped that prospective young composers of gendhing will
take note of problems such as these in order to avoid possible difficulties
in performance practice.

Ladrang Grompol and Ladrang Mugi Rahayu, Laras Slendro

Let us continue and deepen our analyses of particular gendhing,
bearing in mind the current trend among young musicians for rearranging
pre-existing materials, and in order to remind them that their
rearrangements should not diminish the quality of the original works.

Ladrang Grompol, laras slendro pathet nem:

e e e e e e e s G
buka: 2 2321 3216 2365
N
(a) 6 2 3 . 6 2 3 5
N
(B) 6 2 3 . 6 2 3 5
N
(C) 6 6 . . 2 3 2 1
G

(D) 3 2 1 6 2 3 6 5
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Ladrang Mugi Rahayu, laras sléndro pathet manyura:

. . G
buka: 6 6165 1653 6132
N
(2) 3 6 1 . 3 6 1 2
N
(B) 3 6 1 . 3 6 1 2
. N
(c) 3 5 2 3 6 1 6 5
. G
(D) 1 6 5 3 6 1 3 2

Ladrang Grompol is an 0ld gendhing of anonymous composition, while
Ladrang Mugi Rahayu was composed by K. R. M. H. [Kangjeng Raden Mas Haryal
Wiryadiningrat at the time of the invasion of the Netherlands by Nazi
Germany during the Second World War, around 1940. I do not know whether it
was deliberate or not, but it turns out that Ladrang Mugi Rahayu is the
same gendhing as Ladrang Grompol but transposed up one kempyung (thus, gong
5 becomes gong 2, etc.). In Western music this is called "transposition,”
while in karawitan it is called "changing pathet" (see the section "The
Tones in Laras Slendro"). [See also "The Strength of a Tone Based on Its
Position.™]

Analysis of the Pathet in the Above Gendhing

We have already discussed pathet at length, so if we say that Ladrang
Grompol is in pathet nem, there is no longer any room for confusion. But
it is strange that, although the piece is in pathet nem, during its heyday
it was never performed during the time reserved for pathet nem, but was
more commonly played during the pathet manyura time slot. This is because
the piece is played in an animated style (gobyog) not considered
appropriate to the mood of pathet nem. There are, indeed, several other
gendhing in pathet nem that are similar in mood to Ladrang Grompol and
receive the same performance treatment.

Ladrang Mugi Rahayu is just as clearly in pathet manyura. Noteworthy
in this piece are the following features: (a) the mixing of one pathet with
another without lessening the character of the main pathet; and (b) the use
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of a non-tonic tone as the gong tone--for it is a mistake to expect that
the tonic tone will always serve as the gong tone.

Analysis of the Performance Technigue in the Above Gendhing

There is a section of Ladrang Grompol that presents a minor difficulty
in technical execution for the rebab: in the first gatra of line (A) and in
the second gatra of line (D) (i.e., leading up to the gong).

In Ladrang Mugi Rahayu, the most difficult technical problem is in the
gender part, from the second gatra of line (B) to the first gatra of line
(C). At that point there is a plesedan ['slide’'] movement to the repeated
tone 3 [actually 3 5 2 3 , but with the effect of repeated 3] from pitch
2, and then an ulihan gatra that cadences on pitch 5. This movement is
difficult to execute [on the gendér], and, in fact, the best solution is to
slide (mlesed) to low pitch 3 instead of to middle pitch 3. The only tones
from which the gender can sllde to low pitch 3 are 2 5, and 6 From pitch
1 and middle-range pitch 2 the gender can only comfortably sllde to middle
pitch 3, as noted in figure 30.

Figure 30.
sé1éh miesed 3
(dhadha ageng)
2 3365
é 3356 6165
é 33..
: 33.. 3356
seleh mlesed 3
dhadha tengahan
*
6 33 .. 6532
N
1 3312
2; §§% 312
3316

* N
This is a cengkok mati in pathet manyura.
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A Note About the Patterns
of Cengkok for Gender

There are many terms for the patterns of gendér céngkok. Some
examples are "kembang tiba" ['falling flowers'], "ukel pancaran" ['twisting
and radiating'), "rangkep" ['doubled']), "lamba" ['single, unattached']), and
"laku 1/ 2/ 4/ 8/ 16."

The significance of all these terms is, in my opinion, obscure.
indeed, I wish I myself could understand [the distinction between these
terms], but whenever anyone attempts to explain them, he usually ends up
providing extremely complicated explanations and not illuminating the
issues at all. Therefore, in order to avoid further confusion, I will not
explain [gender] cengkok with reference to the above terms. Rather, I will
attempt to explain them with reference to the concept of irama. 1 will
limit my examples to irama tanggung, irama dados, and irama wilet. Irama
lancar and irama rangkep will appear only in diagram form, since irama
lancar does not have fixed céngkok (céngkok gumathok), that is, the céngkok
are determined by the inventiveness of the player; and irama rangkep
clearly only doubles the cengkok of irama wilet (though, unfortunately, the
method of doubling is not set and each player has his own particular way of
playing irama rangkep).

What is the form of céngkok? What is the length of one céngkok? To
answer these guestions most simply, we will first provide the form of the
vocal melody and then adjust it to the length of the cengkok of the gender
gedhée [in each iramal.

Figure 31. A Schematic Representation of Cengkok

irama 1/2 (tanggung) Saron Panerus: ....ee-.
balungan: 2126

vocal melody: .231,236
ela elo
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irama 1/4 {(dados) SArON PANETUS: .ceeessscoesconns
balungan: 2 1 2 6
vocal melody: v..2.3.1...2.3.6
e-la e~-lo
irama 1/8 {(wilet) SArON PANEIUS: .ueeeecscssnsossescnasesssssvsnns
balungan: 2 1 2
vocal melody: veeesesleaa3ii 200030006
e - la e - lo

It can be seen from reading figure 31 and singing the melodies in each
irama that the vocal melody is unpleasant in irama wilet (1/8)}, and would
be quite impessible in irama rangkep (1/16). The melody is most pleasant
when sung in irama dados (1/4). In karawitan this is called a "fixed
melody" (lagu mati), as distinguished from a "fixed cengkok" (cengkok mati)
in irama dados. Although it is still possible to sing this melody in irama
wilet (1/8), the effect would be most awkward. The instruments that
elaborate in a densely filled~-in style, that 1s, those that utilize the
doubling technique (garap rangkep), will only sound appropriate [if the
irama is changed from dados to wilet]. For an analogous reason, those
gendhing that can be played in irama rangkep--which indeed call for garap
rangkep in the instrumental technique--are not usually provided with a
gérong melody, because the effect would be unpleasant.

To clarify this, I have drawn a figure (figure 32) of a fixed melody
(lagu mati) in irama lancar which can only be moved into irama tanggung by
using a rangkep technique.
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Figure 32.

irama 1/1 (lancar)

saron panerus: e e e e e e Ve e e e e
balungan: . 5 . 6 . 5 . 6 . 5 . 6 . 3 . 2
vocal melody: . . ,5 & 5 3 5 6 2 . 5 &6 1 5 3 2

E-pring pa-dha e-pring mas Ke-tan su-ri-ka-ya

irama 1/2 (tanggung)

saron panerus:

D I I ) L S T e e s e e & s e e e+ s a s e &

balungan:
. 5 . 6 . 5 . 6 . 5 . 6 . 3 . 2

vocal melody:

. v . . .5 .06 .5.3.,5.6 . 2. ..5.6 .1 .5.3.2
E-pring pa - dha e-pring mas Ke tan su - ri- ka-ya

Figure 32 is an example of a melody in irama lancar (1/1) that can
only be played in one other irama--irama tanggung (1/2). There are also
melodies--"éla-elo" is the name of one example-~that can be sung in a
"lover" irama [i.e., with more saron panerus pulses per balungan beat] as
well as a "higher" irama [i.e., fewer saron panerus pulses per balungan
beat]l. The vocal melody "ela-elo" is clearly meant to be sung in irama
dados (1/4), but could also be sung in either irama tanggung (1/2) or irama
wilet (1/8)--in the latter case by using rangkep techniques (garap
rangkep). This differs from the melody in figure 32, which can be played
in a lower irama but not in a higher one. The only higher irama would be
irama gropak (2/1) [i.e., two balungan beats to one saron panerus strokel.
Because irama gropak can never be used for vocal melodies, our ancestors
never accepted it as a separate irama--though actually it is. However, no
gendhing can be played in irama gropak from beginning to end.
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Figure 33. A Schematic Representation of Irama

e |
<t

tanggung l

e
N AN

wilet I

*
\\\\\\\ rangkep ‘

*
It is highly probable that irama rangkep is a relative newcomer,

as proven by the fact that there are no fixed melodies in that irama.

After noting the use of fixed melodies in each irama, one might ask
about gendhing that have vocal parts in each irama. To answer this
guestion, we must relate the history [of such gendhing]. 1In Surakarta,
none of the elders [in former times] wanted [to use different vocal parts
in each iramal. 1If, for example, they played Ladrang Pangkur, they
proceeded straight from the buka to irama wilet, with only transitional
passages in irama tanggung and irama dados, since the fixed melody of
Ladrang Pangkur was considered to be in irama wilet., The reason these
elders did not wish to play the vocal melodies [for each irama in Ladrang
Pangkur] as they are generally played nowadays is that to them it seemed
like merely stringing together different melodies. In their view, there
ought to have been only one vocal melody. I[This stringing together of
melodies is exemplified by the current practice of using, first,] the
"rujak-rujakan" melody in irama tanggung, then the "parabé sang . . "
melody in irama dados, and, finally, the kinanthi melody in irama wilet.

It is true that the elders in former times, when playing gendhing in
vhich the fixed melody was conceived to lie only in irama wilet,
occasionally also played complete sections in irama tanggung and irama
dados. An example is the accompaniment to the Bondhan dance (Gendhing
[Ladrang] Ginonjing). But they only used gérong melodies in irama wilet;
the other irama were performed using only the instruments and sindhen.



Martopangrawit (1) 103

The custom of using a fixed melody in each irama, as in Ladrang
Asmarandana and Ladrang Pangkur, began around 1933 as a result of influence
from the accompaniment to the Golek Asmarandana [a solo female dance] from
Yogyakarta.

Since the céngkok of vocal melodies can be accompanied on the gender,
our predecessors chose melodies that were the same length as gendér
cengkok. They chose fixed melodies in irama dados, since in this irama one
gatra--either padhang or ulihan--is equal to one gender cengkok. Gender
cengkok are sometimes two gatra long--both padhang and ulihan--and there
are also half-gatra cengkok for vocal melodies that are mixed. All of the
gendér cengkok are distinguished according to the name of the particular
vocal melody associated with them. The basic cengkok patterns are given
below. (Please note the ranges of gembyang and kempyung.)

1, Cengkok "Ela-élo"

vocal melody: (2) . . . 5.6 .3...5.6.2
e - la e - lo

This céngkok is used when the melodic motion is from one tone to a
seleh tone of the same pitch, for example, from seleh 2 to seleh 2:

(2) 3 5 3 2

This céngkok can be transposed up from 2 [to 3, and then to 5, etc.], up to
pitch 1. The seleh tone is always treated as a gembyang.

saron panerus: e e e . C e e e e e [
vocal melody: (2) . . .5 . 6.3 . . .5 .6 .2
e - la e - 1lo

balungan: (2) 5 3 5
gender: [2] 353. 3531 353. 3532
{21 . .12 3333 1.3 1.2

Céngkok "ela-élo" can also be used for melodic motion from a seleh kempyung
to another seleh kempyung of the same pitch [e.g., from seleh 1 kempyung to
seleh 1 kempyung]. This cengkok can be transposed up to pitch 2 kempyung
or pitch 3 kempyung by simply raising the melody one or two pitch degrees,
respectively, For example:
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saron panerus: . s e e .« e e « s e . « o e »

vocal melody: (1) . v . 3 .5.2 ...3 .5.1

e - la e - 1lo

balungan: (1) 2 3 2 1
gendér: [5] 616 . 6162 616. 6165
[1] . . 61 2222 .6 .2 6 .1

2. Céngkok "Dua Lolo"

vocal melody: (2) . .55 . .66 . .65 . .63

d&-a lé—io lé—io lé—ﬁing

This gendér céngkok is used for a melodic motion upward one pitch
degree. For example, from seleh pitch 2 to seleh pitch 3:

(2) 5 6 5 3

This can be transposed up, with the following possibilities: from 2 to 3;
from 3 to 5; from 5 to 6; from 6 to 1. The final interval is always
gembyang.

sSaron panerus: e o . o e s s « e e » ¢« e e .

vocal melody: (2) . .55 . . 66 . .65 . .63
a

du- lé—io lé~io lé—ﬂing
balungan:

(irama dados) (2) 5 6 5 3
(irama wilet) (2) . 5 . 3
gender: [2] 5352 5653 2125 . 353

[2] 5.5. 5156 535. 653,

2a. Cengkok "Jarit [Kawungl"
vocal melody: e e e . 6 i 5 P . 611,

ja-rit ia—wung
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This cengkok is used for the melodic motion from seleh 6 gembyang to
seleh 1 kempyung [sangal, or by transposition, from seleh 1 gembyang to
seleh 2 kempyung [manyural.

saron panerus: e s e . e e e e « e s e e« s e e

vocal melody: (6) c e e . 615 e e e . 611

balungan:
(irama dados) (6) 1 5 2
(irama wilet) (6) . 2 .
gendér: [6] 5 .56 3565 6162 61605
fel .152 6.15 .656 1231

3. Cengkok "Gendhuk Kuning [or, "Kuthuk Kuning"] Adang Katul"

vocal melody: (2) e e . 6 6 66 .3 .2 . 3.5
gen—~dhuk ku~-ning a - dang ka-tul

This cengkok is used for the melodic motion upward of two pitch
degrees. For example, from seleh 2 to seleh 5:

(2 3 6 3 5

This can be transposed up successive pitch degrees, with the following
possibilities: 2 to 5; 3 to 6; 5 to 1. The final interval is gembyang.

sSaron panerus: « e e e « e e e « s e e o e s e

vocal melody: (2) “ e e . 6666 . 3.2 . 3.5
gen-dhuk ku-ning a - dang ka-tul

balungan:
(irama dados) (2) 6 3 6 5
(irama wilet) (2) . 6 . 5
gender: [2] 353 . 3536 3536 3565
[2] . .35 6 6 66 3.2 . 3.5
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This cengkok can also be used for melodic motion upward two pitch
degrees, ending with a kempyung interval. There are two possibilities: 5
to 1 [sangal and 6 to 2 [manyural. 1In this case, the gender cengkok will
be:

saron panerus: « e e . . s e . . e e e « e e

vocal melody: (5) e e e . 2222 .6 .5 . 6.1
gen-dhuk ku-ning a - dang ka-tul

balungan:
(irama dados) (5) 2 3 2 1
(irama wilet) (5) . 2 . 1
gendér: [5] 616 . 6162 6162 6165
[5] . .61 2222 .6.5 .6.1

4. Céngkok "Ayo Yok-oyokan"

vocal melody: (2) . .23 5 .56 2.23 5616
a-yo a-yo a-yo yok-oyok-an

This cengkok is used for melodic motion of a skip of three tones
upward. For example, 2 to 63

(?) 5 3 5 6

This cengkok can be transposed up one pitch degree--thus, from seleh 3 to
seleh 1 [gembyangl.

Saron panerus: o e s « s e e « e e . « e s .

vocal melody: (2) . .23 5.56 2.23 5156

a-yo a-yo a-yo yok-oyok-an
balungan:
(irama dados) (2} 5 3 5 6
(irama wilet) (2) . 5 . 6
gender: [2] 565 . 5652 53.. 5.56
[2] . .23 561, . .21 6156
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This céngkok can also be used for a melodic skip of three tones that ends
on the interval of a kempyung. Thus, from 5 to 2 [kempyungl:

saron panerus: e e e « e e s e e e e e e

vocal melody: (5) . .56 1,12 5.56 1312

- o . . .

a-yo a-yo a-yo yok-oyok-an
balungan:
(irama dados) (5) 1 6 1 2
(irama wilet) (5) . 3 . 2
gendér: i é i . i é i 5 i 6 . . i é i [
. 5 6 123, . .53 2312

This last cengkok can be transposed up one pitch degree-~thus, from seleh 6
to seleh 3 kempyung.

5. Céngkok "Tumuruna®

vocal melody: (3) s e e 6 665 . 353 2532
tumuruna ngger se-dhe-la ba-é

This céngkok is used for the downward motion of one step. For example,
from seleh 3 kempyung to seleh 2 kempyung:

balungan:
(irama dados) (3) 6 5 3 2
(irama wilet) (3) . 1 . 2
gender: [1] 5651 5616 121 . 1216
[3] .1 .3 .126 .161 2312

This céngkok can be transposed down one step; thus, from seleh 2
kempyung to seleh 1 kempyung. If the motion is from seleh gembyang to a
seleh gembyang one step lower (e.g., from seleh 1 gembyang to seleh 6
gembyang), the céngkok is as follows:
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balungan:
(irama dados) (1) 3 1 6
(irama wilet) (1) . . 6
gendér: [1] 6 .61 .616 5351 .616
[1] .23. 2352 161. 216.
This last example can be transposed down successive steps, with the

following possibilities: 1 to 6; 6 to 5; 5 to 3; 3 to 2.
6. Cengkok "?"

This cengkok is as yet unnamed, since there is no vocal melody
associated with it. The motion is from one seleh to a seleh two pitch
degrees below it. For example, from seleh 3 to seleh 1, seleh 2 to seleh
6,

Perhaps one of the several reasons that this céngkok is
nameless is that people tend to give it cipher names.,

and so on.
For example, seleh 3
[“telu"] to seleh 1 ["siji"] is called "lu-ji," seleh 6 ["nem"] to seleh 2
["loro"] is called "nem-ro," and so on.

From seleh 3 kempyung to seleh 1 gembyang is as follows:

balungan:
(irama dados) (3) 2 6 2 1
(irama wilet) (3) . 2 . 1
gendér (A): [1] 6562 6163 65.. 66561
[31] 212. 61 2. . 32 1261
From seleh 3 kempyung to seleh 1 kempyung is as follows:
balungan:
(irama dados) (3) 2 6 2 1
(irama wilet) (3) . 2 .
gender (B): [1] 6562 6165 6162 61605
[3] 212 6 .65 . 656 1231

From seleh 2 kempyung to seleh 6 (pathet sanga), one uses cengkok (A)
[i.e., to 1 gembyang] transposed down one pitch degree. From seleh 2

kempyung to seleh 6 (pathet manyura), the gendér cengkok is as follows:



balungan:
(irama dados) (2)
(irama wilet) (2)

fe]
(2]

gender (C):

From seleh 1 kempyung to seleh 5 (pathet sanga), one uses cengkok (C)
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. 1 2 6
. 1 . 6
5351 5651 5651 5616
1T61. .563 .535 6126

transposed down one pitch degree.

From seleh 1 gembyang to seleh 5 (pathet manyura), the following

cengkok is used:

balungan:

(irama dados) (1)
(irama wilet) (1)

111
[1]

gender (D):

6 5 3 5
. 6 . 5
6 536 3536 3536 3565
656 . . 532 . 323 5615

109

From seleh 6 to seleh 3 [gembyang], and seleh 5 to seleh 2 [gembyangl, one

uses cengkok (D) lowered one or two pitch degrees, respectlvely.

seleh 5 kempyung to seleh 2 kempyung, for gender that have a 3 key (dhadha

alit), cengkok (B) can be used by raising the melody one pitch degree.

However, for a gender that has high 2 (gulu alit), tlse highest key, the

cengkok is as follows:

balungan:
(irama dados) (5)
(irama wilet) (5)

gender: [2]
(5]

7. Céngkok "Kemul Adem"

vocal melody: (3)

6 5 3 2

. 3 . 2

1615 1216 121, 1216

323. 1.26 161 2352

PO . .23 . .23 .1 .6
ke~mul ke-mul a - dem

This cengkok is used for the melodic motion of a downward skip of two

tones, for example, from seleh 3 kempyung to seleh 6,
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balungan:
(irama dados) (3) 2 1 2 6
(irama wilet) (3) . 1 . 6
gendér: [1] 5651 .616 5351 .616
(3 . 1.3 2352 161. 216.

This cengkok can be transposed down successive pitch degrees
5; 1 kempyung to 3 [gembyangl; 6 to 2 [gembyangl. In the cas
seleh 2 [gembyang], the cengkok is as follows:

e

2

kempyung to

of seleh 6 to

balungan:
(irama dados) (6) 3 3 2
(irama wilet) (6) . 3 . 2
gendér: [6] 353 . 53 1 ? 13 . 232
[e] . 3. 56 1 323. 532,

8. Céngkok "plesedan”

seleh: (2)
.§§§§§§§;EEE;§:::I“‘3

mlesed ['slide’]: 1 2

[This cengkek has no particular vocal melody associated with it, It

is used for a melodic motion in which there is a sudden move from a seleh

tone to a new pitch level., For example, in the above illustration, the

seleh 2 can move suddenly, or "slide" (mlesed), to pitches 3, 5, 6, or 1.]

The gender cengkok is as follows:

balungan: (2) ... 3 .. . 3

gender: [2] 3 .53 5.
(21 .3 .. . 6

3
3

-

For a plésédan to 5 gembyang and 1 gembyang, the above céngkok can be

transposed up one, two, or three pitch levels, respectively.

For a plésédan from 2 gembyang to 1 kempyung, the gender céngkok is

follows:

as
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balungan: (2) R | R |

gendér:

3 3 5
. .1

LR V(N ]

2] .
[2] .. .5

The first example above is for plesedan to seleh gembyang; the second
example is for plesedan to seleh kempyung. (One should always keep in mind
the range of gembyang and kempyung.) But not every seleh tone can slide to
any other seleh tone; there is a limit of plesedan tones for each seleh
tone.

a. seleh 2 can slide to pitches 3, 5, 6, 1, and 3. A slide

to 5 aﬁd 6 would require the éamé géndér cengkok as a slide
to pitches § and §.

b. seleh 3 can slide to pitches 2, 5, 6, 1, and 2,
c. seléh 5 can slide to pitches é, 3, é, 1, and 2.
d. seleh é can slide to pitches é, é, i, and 2.

e. seleh i can slide to pitches é, é, 2, and 3.

f. seleh 2 can slide to pitches é, i, 3, and 5.

g. seleh 3 can slide to pitches 1 and 2,

h. seleh 5 can slide to pitches 2 and 3.

An exception is the slide from 1 [gembyang or kempyungl] to 5, in which case
the gendér céngkok is:

(1] . 5 6 5 6 . 6
il 5 . . . .16

- in

This last example can be transposed up for slides from 2 [kempyungl to 6,
or from 3 [kempyungl to 1 [gembyangl, by raising the pitch level one or two
degrees, respectively.

9. Cengkok "Gantungan" ['Hanging' Cengkok]

This cengkok is used for balungan gantungan ['hanging' balunganl], that
is, a balungan in which, following the mundur beat [the second beat], there
is more than one rest. The pitch on which the céngkok "hangs" can be any
tone from 2 to 1 gembyang, with the céngkok being transposed up or down the
necessary ﬁumber of pitch degrees.

balungan: (2) . . . .
gendér: [2 .61. 1.12 1613 32
[2] .. .5 32 .. 123. 2 .



112 Martopangrawit (1)

The same principle holds true for cases in which the hanging cengkok begins
from a kempyung, i.e., from any seleh kempyung from 1 kempyung to 5

kempyung.
balungan: (1) . . . .
gender: [5] . .35 3.35 . .35 3,365
{1] ...5 61.. 61.5 61..

This céngkok could be transposed up or down the necessary number of pitch
degrees.

The scheme of genderan gantungan can be divided into two for gatra in
which there are two successive rests: (a) when the rests come after the
seleh beat [beat four], in which case the above gender cengkok is used for
the first half of the gatra [e.g., (5) . . 5 6, etc.]; and (b) when the
rests come after the mundur beat [beat two], in which case the above
céngkok is used for the second half of the gatra [beats three and four;
e.g., (5) . 5. . , etc.].

The above shall suffice as our explanation of the scheme of gendér
céngkok that are the length of one padhang or one ulihan [i.e., one gatra
longl. There are also céngkok that are the length of a complete padhang-
ulihan. These cengkok can usually be transposed only one pitch degree up
or down, and some of them cannot be transposed at all. Most of these
céngkok also take their names from the vocal melodies associated with them.



10. Cengkok "Ayu Kuning”

vocal melody: .. .6 ..21 .233 ..52 ...3 .163 ..32 ..31
- yu ku - ning ma - ya ma - ya
balungan: (2);76 1 3 2 6 3 2 1
(irama dados) (3 /. 1 é 2 6 3 2 1
(6)
(irama wilet) . . . 3 . . . 1
. . . 2 . . . 1
gendér: . . .6 . ..1 6.61 .616 23.. 2321 6562 .121
. .26 ., .51 23, 2352 ..,61 2523 212. 321
This cengkok can be adapted to pathet sanga by transposing it down one pitch degree. Moreover,

the

second half of this [two-gatra-long] céngkok can be used as a céngkok from seléh 2 [kempyung] to 1

[gembyangl, in pathet manyura, or from séléh 1 [kempyung] to 6 in pathet sanga.



11. Cengkok "Ya Suraka" ("Dudukan")

vocal melody: « e e . .6, .. .2 ,653 .5.6 ,2.1 ...6 ..15

ya su - ra - ka su - rak i - ya
balungan:
from (5) 2 3 5 2 6 5
or (6/2/3) 5 6 5 3 2 6 5
gendér from [5]: .356 ..56 5.1. 6.61 6.12 6.63 6162 6165
(5] . ... 23.. 3.1 .2.3 .235 .2.6 .3.2 .3.5
or
vocal melody: . ... .6.1 ...2 .653 .5.6 .253 ...1 2166
ya su - ra - ka su - rak i - ya
balungan:
from (5) 2 3 5 3 2 1 2 6
or (6/2/3) 5 6 5 3 2 1 2 6
gendér from [5]: .356 . .56 5.1. 6.61 656. 6561 5651 5616
[5] . ... 23 .., .3.1 ,2.3 ..32 1261 .5.3 .5.68



or

vocal melody: .. . 6 1 . é 653 . 253 o1 . 6 1
ya su - ra - ka su rak = ya
balungan:
from (5) 3 5 3 1 2
or (6/2/3) 6 5 3 1 2
to séléh 1 gembyang
gendér from [5]: . 3 . .56 5.1. 6.61 6 163 656. 6561
[5] . . 23 . 3 2.3 2 12, .32 12 1
to séléh 1 kempyung
gendér from [5]: . 3 . .56 5.1. .61 6 165 6162 6165
[5] .. 2 . 3 .3 2 .15 656 1231



12, Cengkok "Ora Butuh"

This céngkok is only used in pathet manyura or pathet nem from one of the séléh tones 5, 6, or
2 [leading to seleh 3 gembyang]. From séléh 5 or 6 the melody is as follows:

vocal melody:

6 5 6 5 6 5 3 5 . . . . 2 3 5 6 . . 2 5 . 5 6 3
O-ra bu-tuh ka-é& ka-é [bu-tuh-ku sing nyam-but ga - wé]
balungan:
(irama dados) (5/6)
3 -3 5 2 3 5 3
(irama wilet) (5/6)
. 5 3
gendér:3
3 2_3 2 2_3 2 2 3 2 3 2 5 6 5§ $ 6 5 3 2. 1 2 5 3 5 3
3 6 5 3 5 6 . 3 6 1 5 2 3 5 + 5 6 5 3 5 . 6 5 3 .

From seleh 2, the melody is as follows:

batungan:
(irama dados) (2)
5 S 6 S 1 6 5 3

(irama dados) (?)

3 3
gendeér:
5 . 6 5 3 . 3 5 3 2 3 6 3 5 3 2 5 6 5 5 6 85 3 2 1 2 5 3 5 3
. 3 5 6 i 6 5 .. 2 3 5 1 5 6 5 3 &5 . 6 5 3

s . 1 6 5

In my opinion, the céngkok "ora butuh" can be transposed down one pitch degree to become pathet
sanga, but almost no gender players do this. When there is a balungan . 3 . 2 in irama wilet in
pathet sanga, most players use a ceéngkok for 2 (gulu) in the middle range (for example, in the
inggah of Bondhét or Menyan Kobar).
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13. Cengkok "Puthut Gelut"

The name for this céngkok is not derived from a vocal melody. "Puthut
gelut” can only be played in pathet sanga or manyura, and moreover is used
only in genderan laku 8 [i.e., in which there are eight articulated
subdivisions per balungan beat]. In genderan laku 4, various gendér
cengkok can be used depending upon the melodic phrase. For this reason
these cengkok cannot rightfully be called "puthut gelut"; hence, we can
conclude that in laku 4 there is no céngkok "puthut gelut."™ In irama
wilet, this cengkok is used only after seleh on pitch 6 or pitch 1 in
pathet manyura, or after seleh on pitch 5 or pitch 6 in pathet sanga. If
the balungan is mlaku [i.e., filled in], puthut gelut can proceed from
seleh on pitch 2 in pathet manyura, or pitch 1 [kempyung) in pathet sanga.
Below are the gendér patterns for "puthut gelut" in pathet manyura. This
can also be used in pathet sanga by simply lowering the melody one pitch
degree.

(1) .
.. .1 1.16
. . .2 .6 ..

.
—
.

s Oh [0
w W
.

.
[
.
.
[
(o))

(The above notated pattern is only one-half of the entire pattern--the
padhang. The ulihan follows below:)

[Subphrase] (I) above follows seleh on pitch 6 and [subphrase] (II) follows
seleh on pitch 1. 1If the balungan is not mlaku and the céngkok follows a
seleh on pitch 2 [kempyung], the cengkok (I), above, can be used. The
ulihan of "puthut gelut"” can stand alone, in which case it is called
"puthut semedi" and is used to accompany phrases proceeding from seleh on
pitch 6 to seleh on pitch 2 [kempyung]l in pathet manyura.
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Below are listed the types of balungan phrases

cengkok "puthut gelut."

(6)

(1)

(6)
(2)

(5)

(6)

(5)

(1)

F3
3

[

R

w W w w

e bt

o W W O

Martopangrawit (1)

5 3 2
5 3 2
5 3 2
5 3 2
. 2
5 3 2
5 3 2
3 2 1
3 2 1
3 2 1
. 1
3 2 1
3 2 1
3 2 1

irama

irama

irama

irama

irama

irama

dados

wilet

dados

dados

wilet

dados

wvhich require the

pathet manyura

pathet sanga




14. Céngkok "Deyang-debyung,"” or "Nya Tali Nya Emping"

The name of this ceéngkok is derived from a vocal melody. "Debyang-debyung” is used only in
pathet manyura and sanga and can only be used in laku 8., This céngkok is used only from séleh on
pitch 2 [kempyung] in pathet manyura or from séléh on pitch 1 [kempyungl in pathet sanga. For
pathet sanga, the gendér cengkok notated above is lowered one pitch degree.

vocal melody: . 123 .,126 ,123 ,126 .123 .126 3356 53

.o

6

nya ta-li nya em-ping nya ta-1li nya em-ping nya ta-li nya em-ping ja-luk ta-li jo-blang ja-bling
3

balungan: (a) . 1 . 6 . 1 .
(pathet manyura,
irama dades) (P} - 1 . 3 . 1 . 6
(c) . 3 . 2 . 6 . 3
(irama wilet) (d) . . . . . . . 3
gendér: . . . P 1 e o s b6 ... 1 . . .6 . . 5. 5 .56
.123 .,12. ,123 .12, .123 .12. .356 635¢6

The gendér céngkok notated above is only one-half of the entire pattern--the padhang. The ulihan is

as follows:

balungan:(a) . 1 . 6 . 1 . 2
(b) . 1 . 3 . 1 . 2

(c) . 6 . 5 . 3 . 2

(a) . . . . . . . 2

gendeér: . 1.. 6123 2 . 32 ,1..161. .1.6 16.. 1.16

. .35 .... .1.. 6.63 ..,..3 5.5, ,.,.,53 2312

[The gendér for the ulihan céngkok is "puthut semédi."™ The balungan for alternative (d) is irama
wilet.]
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The gendér patterns enumerated above should suffice for now, since my
purpose here was only to give a view of the relationship of céngkok to
irama. The gender céngkok for irama dados and irama wilet are basically
identical; the application of these cengkok to individual gatra differs.

Surakarta, November 17, 1969

Martopangravit



NOTES

Volume 1 of Catatan-Catatan Pengetahuan Karawitan is a translation of
a translation in Indonesian of the original Javanese manuscript. The
translation into Indonesian was accomplished under the supervision of
the author. No Javanese text was published, Volume 2 was published
in Javanese. "A Note from the Translator [of the Original Javanese]"
was written by the anonymous translator of the Javanese text.

It should be noted that the source of the irregularity is the original
inggah to Laler Mengeng, which was kethuk 8 (see "Gendhing Appendix,"
volume 3). Sincé mérong of kethuk arang or kerep cannot be followed
by inggah longer than kethuk 4, this inggah can be considered to
violate the above rule, and hence, according to the author, was
replaced in common practice with another inggah.

The gendér notation that appears here in brackets was left blank in
the original text, with only indications by name of the required
gendér part: e.g., "cengkok mlesed 3 separoh," or "céngkok pipa
landa." The notation supplied here is taken from Martopangravit's
gender handbook (Martopangrawit 1973:8, 59-60).
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[CATATAN~CATATAN PENGETAHUAN KARAWITAN]

The Pelog Tuning System

Now I want to talk about the pélog tuning system. I have already
explained the general meaning of laras pélog above, and so it is not
necessary to discuss this further.

which is Older, Laras Pelog or Laras Slendro?

Because there are two tuning systems in karawitan, the guestion will
certainly be asked, "Which of the two is older?" In my opinion, the intent
of this guestion is unclear. Does it refer to the tuning system--the
tones--or does it refer to the gamelan--the instruments?

Around 1935, the late revered old gentleman [Ngalbei Mlayadimeja (the
author of Serat Titi Asri), told me:

Gamelan sléndro was made by Bathara Indra [Endra] of Saléndra Bawana

and was presented to the King of Purwa Carita. "Slendro" took its

name from "Salendra Bawana." The pelog tuning system was made by

Raden Panji Inu Kartapati of Jenggala Manik, so laras slendro is

older.
This explanation clearly concerns the relative age of the instruments of
the gamelan. He then told me, "The human voice, beginning from an infant's
cry at birth, is in laras sléndro, so slendro is the older tuning system.”
This statement clearly refers to the relative age of the tuning system-—-
the tones,

There are many other theories--both written and oral--concerning the
age of the two laras. 1 presume that many of these theories are familiar
to most readers, so I need not repeat them here. I do not want to dwell on
these matters, realizing that I am not knowledgeable enough. I only want
to pass on information concerning the performance practice (garap) found in
the music of Central Java, specifically in Surakarta, information that
deals with the question of which is older, performance practice in laras
sléendro or in laras pélog?
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pPerformance Practice (Garap) and Cengkok on the Gender Gedhe

Cengkok for the gender in the sléendro tuning system can be considered
already perfect [as they stand]; the melodic ranges are already defined in
terms of the range of gembyang and kempyung. Céngkok that fall in the
gembyang range should [end on the interval of al gembyang, and céngkok that
fall in the kempyung range should {[end on the interval of al] kempyung.
These céngkok can be transferred to pélog without any changes; that is, the
sléndro céngkok are used in the pélog tuning system. [The problem is that]
vhen some slendro kempyung cengkok are played in pélog, they do not yield a
kempyung interval,

Below is a portion of the gendér part for Ladrang Wilujeng, laras
slendro [pathet manyural, that can also be used in the gendér part for
Ladrang Sri Kuncara in pelog [pathet nem].

G N

balungan: 6 2 1 2 3 2 1 2 6
. G . . .
gender: 6 5.56 .561 6,61 6561
6 .12, 1231 .212 3,33

This gendér céngkok can also be used in the gendér part for Ladrang Sri
Kuncara, laras pelog [pathet neml, which has the [same] balungan, 2 1 2 3
2126 . When played in laras slendro, the gendér part for the balungan

21 2 3 ends on kempyung and this results in the interval of a true
kempyung [i.e., a perfect fifth]:

When this céngkok is duplicated in pélog, the position is transferred as
is, but pitch i in pélog is not really a kempyung above pitch 3 [i.e., it
is not a perfect fifth higher, but closer to a minor sixthl. So, it is
clear that this cengkok was conceived first in slendro and that the sléndro
cengkok is the older of the two.

An even clearer case of a pélog cengkok merely copying a slendro
céngkok occurs if the céngkok falls on pitch 6. In both laras sléndro and
laras pelog this seleh 6 must be treated as gembyang. Yet, if we compare
this with the seleh 3 example, which is treated as a kempyung but is, in
fact, not a kempyung [that is, a perfect fifth] in pélog, one could ask why
seleh 6 cannot be treated as kempyung. For, in laras pelog, pitch 6 does
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indeed have pitch 3 as an interval exactly one kempyung higher [i.e., 3 is
a perfect fifth higher than 6].

The derivation of céngkok in laras pélog from laras slendro is not
only evident from gendér cengkok, but can be seen in rebab céngkok as well.
There are also cases of forced, or awkward, transpositions in rebab céngkok
from sléndro to pélog. These will be seen in the section on rebab
fingering, below.

Gender Péloq Nem and Gender Péloq Barang

Legend has it that Raden Panji Inu Kartapati created a pélog tuning
system which used pitch panunggul [1], but not pitches pelog [4] or barang
[7]1. This tuning is known as pelog [pathet] nem. ™ Then, Dewi Ragil
Runing created a pélog tuning which used pitch barang [7]. Therefore,
according to legend pélog nem is older [than pélog pathet barangl].

Whether or not the above story is true, I cannot say. I can only
leave it to those of my children and grandchildren who are experts in
history to decide. However, it seems possible that pélog nem is older than
pélog barang. This will be clarified below.

Karawitan is called "panca nada" ['pentatonic']. Thus, although laras
pélog has seven tones, the sequence of tones utilized clearly consists of
five tones. Laras pélog, as a sequence of tones, consists of a group of
three tones plus a group of two tones, as illustrated in figure 1.

Figure 1.
[ ] L J [ ] [ ] [ ]
SN—— A
[Note: "~——~ " = narrow interval; " —— " = wide interval]

This grouping of tones, if portrayed in a line from left to right, or vice
versa, will appear as in figure 2.

Figure 2.
L L ] L ] L ] * L ] [ ] L ] L] [ ] ® L L ]
N N’ S— p S N S— S S

* -
In Yogya, this is known as "pelog bem."
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Knowing only the groups lined up as in figure 2, we cannot yet determine
the placement of particular tones, because these slots can be filled in any
one of the following ways.

6 3 5 7 2 3 5

S N’ \_/. \_/.\_/ .\_/. e

1 2 3 6 1 6 2 3
L4 — [ ] * — —_—

e S S S S’ S S
4 1 4 5 6
— ® * [ ] — [ ]

N e’ g SN N S’ S N

Let us vocalize one of these, then try to determine which pélog it is.

Na

1i
L3 ka

3 ni

. ing

I am certain no one can guess what I am singing in the above example until
cengkok are applied.

Above I showed, with examples, how céngkok in laras pélog are borrowed
from céngkok in laras slendro. Here I will provide a further explanation.
The application of cengkok in laras slendro to laras pélog is accomplished
according to tonal considerations (toonaliteit). The distribution of the
ranges of gembyang and kempyung in laras pélog is the same as in laras
slendro. This is illustrated in figure 3.
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Figure 3.
range of
gembyang
1 2 3 5 1235 6 1 2 3
range of
kempyung

once the division of ranges of gembyang and kempyung in slendro is applied
to pélog, we can begin to figure out the pitches that are required in
figure 2.

But if we examine diagram 3 closely, we will notice that within the
range of kempyung there is an interval that is not really a kempyung [i.e.,
a perfect fifth], namely,

Though the interval is not a kempyung [fifth], it is treated as if it were
a kempyung, as in slendro [where é is a perfect fifth]. Thus, slendro
manyura treatment as applied to pelog manyura is occasionally forced. 1In
order to [properlyl] apply slendro manyura treatment to pélog, the grouping
of intervals should be changed, but without changing the tonality
[toonaliteit]. Thus, pitch panunggul (1) is replaced by pitch barang (7),
as in figure ¢.

Figure 4.
[ [ ) ® L [ ] L] ® L] ® L L] L]
S— S N p— S e
7 2 3 5 6 7 2 3 5 6 7 2 3

This arrangement of pitches allows for the same performance treatment in
pélog as in slendro manyura. Based on this observation, I have concluded
that pélog nem (bem) is older than pélog barang.
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Pathet in Laras Pelog

As I have said before, we inherited karawitan from our ancestors as a
finished product. This statement is exemplified in the proverbs, "The mat
is already spread out," or "The food is completely cooked." Like it or
not, the fact is that we have accepted the tradition bequeathed to us.
Accordingly, when I deal here with karawitan, I am dealing with something
that already exists.

The gamelan in laras pélog that we have inherited is divided into two
parts—-pélog nem (bem) and pélog barang. Both are laras pélog. The use of
pélog barang is clear. It is used for gendhing in pathet barang,
regardless of what performance technique is chosen, and no matter what the
gong tone may be. It is only necessary that the sequence of tones (modale
['store', 'capital'l) contains the tone barang (7) for the pathet to be
recognized as barang. Pathet nem (bem), however, is traditionally used by
two pathet--pathet lima and pathet nem, Many people have tried to
understand the distinction between pathet lima and pathet nem, and many
theories have arisen., I will briefly recount the theories with which I am
familiar,

1. When I consider the names of the gendhing bequeathed us by our
ancestors, I am sometimes astounded. Beautiful or pleasing gendhing seem
to have been named quite arbitrarily with titles such as Budheng-budheng
['dull-sounding', 'dull witted'], Okrak-okrak [?], Gobet [?], Lompong Keli
['leaf stem carried by a current'], Cucur Bawuk ['female genitalia during
menstruation or after birth'], and others. While these names do not have
bad connotations, they strike one as obscure. However, when I recall my
meetings with past masters of karawitan, I remember that most of them were
not expert in literature or language, and, in fact, many of them were
illiterate. This fact was also evident in their discussions or
explanations of karawitan--their style of speech was at the same time
simple and hard to grasp. So, a listener had to be able to guess what
these experts had in mind [when they held forth on matters of karawitanl].
As an example, let me cite Rladen] L[urah) Darmapradangga's explanation
given in 1933 concerning the difference between kethuk 4 kerep and kethuk 2
arang. "If; when the kenong is struck in a kethuk 4 kerep form, the
feeling is unpleasant, then the form must be kethuk 2 arang." For months I
searched unsuccessfully for the meaning of these words. I was able to
understand them only after hearing and appreciating many gamelan
performances. It is apparent that the meaning of the speaker related to



Martopangrawit (2) 133

different kalimat lagu [melodic phrases] in the kethuk 4 kerep or kethuk 2
arang forms.

That is, a stroke of the kenong sounds awkward at the point in the
balungan where it would fall if the piece were in kethuk 4 kerep form [and
not kethuk 2 arang], because the melodic phrasing of the balungan is
inappropriate [to the emphasis a kenong stroke providesl.

A similar situation arose during a discussion I overheard between
elder masters of karawitan at the home of R[aden] Ng[abehi] Mlayawiguna in
Kemlayan.* Many aspects of karawitan were discussed., Among them was the
subject of pathet and the ways to differentiate between pieces in pélog
pathet lima and pélog pathet nem.** Their conclusion was, "If a piece has
phrases that fall on pitch 1, the pathet is lima." Although the masters
seemed to nod their heads in agreement, in my opinion the conclusion
reached is still unclear. The thing I remember most vividly is the
statement, "[pathet lima] falls on pitch 1."

I then studied the notation written in a book left to me by my
parents, but my efforts were not rewarded; there were just as many phrases
ending on pitch 1 in gendhing in pathet nem as in pathet lima. So I
decided to search for proof in performance practice (garap) and to that end
1 applied myself diligently to learn to play. My'research based on
performance practice resulted only in findings pertaining to the slendro
pathet, as can be seen in volume 1 of this work. Alas, my effort was
interrupted by the outbreak of the Second World War, and my research
continued to be thwarted up through the "second military action."!

After the "second military action,™ I still did not resume my search
for what was meant by those elders, because many of them (including R, Ng.
Mlayawiguna) were victims of the Dutch occupation during this period.

2. One day I was shown a theory of pathet by some of my friends who
were students at the Konservatori [Karawitan Indonesial; the theory had
come out of their studies at the Konservatori, and was worked out clearly
in a scientific manner. I was delighted with what they told me. 1In
fact, their view of laras sléndro was more or less identical to mine; the

*
" This was also in the year 1933, but I do not recall the business at
and.

* %
I merely listened silently.
kk%k
I need not unfold this theory here, since it is already well known,

and there are many diagrams explicating the theory stored at the
Konservatori,
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only difference was in their mode of expression. As for pélog, their
conclusions were the same as for sléndro. I need not go into detail here,
but will show the gist of it only, in figure 5,

Figure 5.
lower upper
dhing kempyung| dhong kempyung| pelengkap
pathet lima 4 1 5 2 6
pathet nem 1 5 2 6 3
pathet barang 5 2 6 3 7

If the tones of each of the pathet in the diagram are arranged in order
from large to small (i.e., modally) they appear as in figure 6.

Figure 6.
lower upper
kempyung kempyung dhing dhong pelengkap
pathet lima 1 2 4 5 6
pathet nem 5 6 1 2 3
pathet barang 2 3 5 6 7

After we understand which are the tones in each pathet, we can
crystallize matters further: the difference between pathet lima and pathet
nem, besides the dhong tone, is that in lima there is no pitch 3 and in nem
there is no pitch 4.

The theory/exposition outlined in these diagrams is clear and
understandable; one pathet can be differentiated from another, and the
theory is scientific as well, However, I am still puzzled when I remember
the utterance of the masters of old, that "[pelog 1imal falls on pitch 1."
This reawakened my search for pathet in laras pélog, because even this
scientifically explained theory had to be tested to determine the truth.

3. Did the statement of the old masters, that "[pélog lima] falls on
pitch 1," mean that the dhong or tonic (toonica) is panunggul (1)? To test
this possibility, I sought pieces whose gong tone was pitch 1, and found
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two, one in which pitch 4 is used and one in which pitch 3 is used. Both
gendhing are considered to be in pathet lima.

a. The unggah of [Gendhing Bonang] Dhenggung Laras

3231 3235 6365 323 ?
.2.3 .5.3 .6.5 .2.1
.2.3 .5.3 .6.5 .2 1
3231 3235 €365 32316
b. The unggah of [Gendhing Rebabl] Laranjala

N
4241 4245 4645 4241
4241 4245 4645 4241
22.. 22 .4 5676 5421
66 .. 6465 4245 42416

The composers of both these gendhing are unknown. Such gendhing are
usually just called "old gendhing."™ Both are considered to be in pathet
lima by our elders and both have panunggqul (1) as a seleh tone. One uses
pitch 3 and the other uses pitch 4. So, according to the above, pathet
lima does not depend on the presence or absence of pitch 3 or pitch 4.

1f one judges the feeling of pathet in these pieces by intuition, it
seems clear that the feeling of pathet lima derives from the pieces having
pitch 1 as the seleh tone or dhong tone. As further proof of the elders'
belief that pathet lima has pitch 1 as the dhong tone, there are examples
in pathet nem in which the gong of the buka falls on pitch 1, or in which
there is a dhong tone on 1 in the buka--that is, in the adangiyah (opening
phrase of the buka). The adangiyah are identical in pathet nem and pathet
lima, except for the parts played on open strings (which in pathet nem are
tuned to pitches § and 2 [and to pitches § and 1, in pathet limal).

If this is the case, the results are in agreement with another
opinion, that is, that the names of these pathet were originally based on
counting. That is the explanation, among others, for what is called
"pathet 8 [wolul" in East Java (or "pathet 9 [sangal" in Central Java),
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based on counting from left to right the keys of the ten-keyed gendér, as
*
illustrated in figure 7.

Figure 7. A Ten-Keyed Sléndro Gender and a Ten-Keyed Pélog Gender

Slendro

gulu dhadha 1lima nem panunggul gulu dhadha 1lima nem panunggul
(or barang) (or barang)

Pélog

en

gulu dhadha 1lima nem panunggul gulu dhadha 1lima nem panunggul

Garap
[Performance Practice, or Treatment]

From the point of view of performance practice (garap)--especially
performance practice on the gendér——the above-mentioned theory of my
colleagues from the Konservatori, taken in its entirety, more clearly
delineates the different treatment reqguired in each pathet.

1. Pathet lima should be treated in the same way as pathet sanga in

laras slendro.

2. Pathet nem in laras pélog should be treated in the same way as

pathet manyura in laras sléndro, although pitches 3 and 1 do not
form the interval of an [acoustic] kempyung.

*
This line of argument, which bases pathet on the counting of keys,
runs into a dead end, however, when confronted with the names for slendro

pathet manyura or pelog pathet barang.
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Pathet barang should be treated in the same way as pathet manyura
in laras sleéndro, and pitches 3 and 7 do form the interval of an
[acoustic] kempyung.

But note that in the gendhing left us by our ancestors, the actual

performance practice is as follows.

1.

Pathet lima requires mixed treatment. The final tone (vinal)
[pitch 11 is not found in pathet manyura, and a seleh on pitch 1
{panunggul tengah) requires treatment as a kempyung on the gendér.
For example, the following excerpt from the umpak of Gendhing
Jalaga, a gendhing rebab, represents a mixture of pathet sanga and
pathet nem treatment.

G
33.. 6532 55.. 5535 ..56 7654 216, 5616

nem sanga nem

Another example, from the final gongan of Gendhing Pasang,
represents a mixture of pathet nem and manyura treatment.

G
33.. 6532 3216 5616
manyura nem

The following example represents a mixture of pathet manyura and
pathet sanga treatment.

N G
eee. 2212 33.. 1232 11.. 5612 1312 .165
manyura sanga

Pélog pathet nem can be treated with a mixture of pathet, or
completely in pathet sanga or pathet manyura. Seleh on pitch 1
can be treated either as kempyung or gembyang. An example of
mixed treatment is Ladrang Kapi Dhondhong; of pathet sanga
treatment, lLadrang Sri Kretarta; and of wholly pathet manyura
treatment, Gendhing Randhu Kentir (the mérong of Ladrang Ayun-
ayun).

The treatment of pathet barang is also mixed, but a seleh on
pitch 7 must be treated as gembyang. In the example below, from
the mérong of Gendhing Bandhil Ori, the gatra enclosed in brackets
represents a pathet sanga céngkok that requires treatment as
gembyang.
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N
.352 .352 5653 2767

s e e

manyura

N
.3.2 .765 ..56 7232

s

sanga

N
35.. 55.. 5565 [3567]
sanga

. G
.3.2 .765 .7.6 .532
sanga manyura

An example of pathet barang that mixes pathet manyura céngkok with
cengkok in pathet nem is taken from the mérong of Gendhing Belek
and is provided below. Note that the gatra enclosed in brackets
in the example represents mode number IV in pathet barang. (See
"Mode [Modus] in the Pélog Tuning System," below.)

..56 .356 .356 .532 5653 2756 33.. 6532

nem manyura

5653 2756 33.. 6532 5683 2767 .3.2 .756

2o e s e

barang

3567 6563 77.. 3276 3567 6563 ..36 3567

s o e 2o e e e s e 2o s e e e

nem

N
22.. 22.. 22.3 2767 .3.2 .767 [2343 2756]

s Py 2o

manyura manyura

Another example of pathet barang in which the céngkok are all in
pathet manyura and the gong tone is 6 (nem) is taken from Ladrang
wilujeng.

o 'Z
=z

cVZ
sV
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A pélog barang example in which the céngkok are wholly in pathet
manyura with a gong tone on 2 (gulu) is taken from Ladrang
Sasangka.

After studying these examples, we can conclude that the most
unequivocal pathet is pathet barang, since, as we have mentioned before,
the only prerequisite of pathet barang is that the range of tones include
pitch 7 (barang) without any restriction on the treatment [as gembyang or
kempyung on the gendér, for example] of that pitch. However, in the case
of pélog bem [encompassing both pathet nem and pathet limal, it is more
difficult to determine what defines pathet lima or pathet nem.

Although it might seem that the modal system (modus-modus) in laras
pélog is clear in number and form and the modes not hard to differentiate,
in fact when these modes are arranged into gendhing (and we are speaking
here only of the gendhing of Central Java), it becomes much more difficult
to determine the pathet of a given gendhing. Most interpretations of
pathet are merely based on the traditional association of a particular
gendhing with a particular pathet.

Mode (Modus) in the Pelog Tuning System

The term "mode"™ in karawitan is borrowed from Western music
terminology. "Mode," in karawitan, is a sequence of tones (arah nada) that
may be read as well as sounded. This is not the case with, for example,

6 7 i; this sequence can be read, but not sounded. There are seven tones
in laras pélog, but only a sequence of five tones can be sounded, as
follows.

Mode I no. 1: 4 5 6 12
no. 2: 1 2 3 5 6
no. 3: 5 6 7 2 3
no. 4t 2 3 45 6§ 7

*
. Even though there is no gamelan key for the tone £, I have included
it here because it is frequently used in vocal music.
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Mode II no. 1:
no. 2:
no., 3:

N W N
N
B W

no, 4:

Mode III no. 1l:
no. 2:
no. 3:

W N W

no. 4:

Mode IV no. 1:
no. 2:

no. 3:

N W oY Wy O o 1P
W N W N9 WD Wy N,

no., 4:

Mode V no. 1:
no. 2:
no. 3:

N U [N L B o
- W N w o NG o N o1+
W o W [+ AN NS TS I o N

BN WO
N O b

ne. 4:
The modes below represent an improved written form of those above.
Mode I no. 1:

no. 2:
no., 3:

W N W o
~N W oy N

no, 4:

Mode II no. 1l:
no. 2:
no., 3:

N Ot

no. 4:

W ~ W Oh

Mode III no. 1:
no. 2:
no. 3:

W N WY WO WOy

o N

no., 4:

Mode IV no. 1l:
no. 2:
no., 3:

N oW o N w o N NN N U =
W 1 W ~ W o N w o v v [=2 S SIS 2 I
~N W oY N W oo a N O N U =

AN U= N

N e
w oo vog

no. 4:
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Mode V no. 1: 6 1 2 4 5 6
no. 2: 3 5 6 1 2 3
no. 3: 7 2 3 5 6 7
no. 4: I'4 6 7 2 3 ¢

Indeed, these modes are used by performers--practicing musicians--as
sources of knowledge in areas such as embat, céngkok for the gendér,
fingering on the rebab, pathet, etc.

Fingering

Needless to say, the tones on the rebab are created by stopping the
string with the fingers. Players of karawitan also know that the duties of
each finger are determined by the given mode and are not merely arbitrary.
The following should be kept in mind: (1) the changes in mode or hand
position should not be awkward or uncomfortable; (2) the actual stopping of
the string by the finger should be accomplished with ease, keeping in mind
the natural limitations of the spread of the [individual player's] hand;
and (3) we should be able to understand the modes as based on the finger
positions. The rebab player must have especially sharp hearing because his
playing must conform to the embat of the gamelan, while not disregarding
natural embat (embat alam).



Figure 8. Natural Embat (Embat Alam)

6 7 1 2 3 4 5 ? 7 :IL 2 3
.~ . | ;QJ:/.\J//. embat of
mode 1
1
(!) l _//'"i\/- /‘l embat of
(I)\" 0 j-\/'_.//—\O_(‘.__/o mode II
Halkid
l (]) l _//‘lf /l embat of
0 o 4:1//0 \._A | mode 1II
| | T
l '/«L/“/"l /‘l,/TI I embat of
" 'd ot \"’/- mode IV
TS l\____//l,/‘ embat of
- V/‘::/"‘“ LS ° mode V




Figure 9. Fingering (Stopping of the Strings) on the Rebab in Laras Pélog
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The fingering illustrated in figure 8 will produce the following sequence
of tones in laras pélog.

Position pelog barang pélog bem

1 on the low string on the low string
a =3 a = 3
b =3 b =3

on the high string on the high string

a=-
b = 2
c = 3
d*

2 a =_3 a = 2
b = 5 b = 4
c = 6 c = 5
d = 7 d = &

3 a = 7 a = 6
b = 2 b = 1
c = 3 c = é
a = 4 a4 = 3

*

In position 1, this finger has no function except to extend, or
beautify, other tones, but it does not have a clear tone of its own.
If the little finger (d) is pressed down, the tone 4 arises, but this
pitch is not present on our gamelan, Strangely enough, however, in
the third position, rebab players do use this fingering when there is
a pitch 4 in the balungan, as, for instance, in the ngelik section of
Ladrang Pangkur ( 4 3 2 3 ).



Figure 10.

The fingering illustrated in figure 10 will produce the following sequence
of tones in laras pélog.

Position pélog barang pélog bem
1 on the low string on the low string
on the high string on the high string
a = 1
b = 2
c = 3
*
d
2 a = b5 a = 4
b = 6 b = 5
c = 7 c = 6
a = 2 a = 1

*
Used only to extend, decorate, and beautify other tones.



Figure 11,

The fingering illustrated in figure 11 will produce the following sequence

of tones in laras pélog.

Position pélog barang pélog bem

1 on the low string on the low string
a = 3 a = 3
b = 5 b = 5

on the high string on the high string

a = 7
b = 2
c = 3
d = 4

2 -— = - a = 3
_— = - b = 5§
—— = - c = 6
4 = 1
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The following figure represents these fingerings applied to the various
pélog modes.

Figure 12,
4 5 6 . . 1 2
1 2 3 5 6
Mode I 5 6 7 2 3
2 3 £ 6 7
a b ¢ d
1 2 . . 4 5 6
5 6 1 2 3
Mode II 2 3 5 6 7
6 7 2 3 ¢
0 a b ¢ 4
5 6 . . 1 2 . . 4
2 3 5 6 1
Mode 111 6 7 2 3 5
3 £ 6 7 2
0 a b c d
2 . . &4 5 6 ., . 1
6 1 2 3 5
Mode 1V 3 5 6 7 2
7 2 3 £ 6
a b ¢ 4
6 . .+ 1 2 . 4 5
3 5 6 1 2
Mode V 7 2 3 5 6
£ 6 7 2 3
a b ¢ d

The sign "0" is used to designate a dhong tone that has no specified
fingering. These indefinite fingerings are clarified in the context of a
gendhing. When the above fingerings are applied to the strings of a rebab,
they will appear as in figure 13. 1In this figure I have diagrammed the
fingerings on a [hypotheticall single long string on the left side, while
on the right side I have indicated the fingerings on the [two strings of
the] rebab, so that the reader will understand the true modal schema as
well as the way they are realized on the rebab. For, the application of
these theoretical schema must be adjusted to the nature of the instrument.
Please note also the difference between these and the corresponding slendro
fingerings and modal schema.
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Figure 13. [Fingerings and Modes in Peélog]

Mode I
single string rebab
4 a 2/6
b
cfl
d a a
2 b 2 b
c 32 cy 2
4 a
5 d a a 5 b 5 a
6 6 cp)l
7 cl3 7 c)»3
1 4
2 d a 2 2 4d
3 b 3
*
4 4
6 d
7

*

I have not pictured this position on the rebab fingerings, because it
is never used. I will not picture it in subsequent diagrams of the
single string.
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Mode 1II
single string rebab
0 2/6
a
b>1 a 2 0
[+ 0 3 a
4 a 1
c 5 b 5
by 2 d 6 ¢ 6 a
c 7 4
d 1 b
2 ¢
3 3 d

(¢}

149
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Mode III
single string rebab
5 0 2/6 6 0
6 a ad
*
>?
1 1 0
2 ¢ 2 0 a c
3 a
4 d b 2 0
5 bi, 6 ¢ aN 6
6 ¢ 7 a
. 7o tas 1lobi,
1 4 2 ¢ 2 b 3
? b 3 3 o4
3 ¢ 2 4dj
5 d
5 4

*when finger d is used here, pitch 4 (pelog) results, as an alternative
form of 4. Also, only [finger position] number 2 of this mode is used.
Number 1 is borrowed from mode II, number 2; number 3 is borrowed from
mode II, number 4.
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*
Mode IV
single string rebab
2 a 2/6
1
[ 2 a
d 6 a 3 a
4 b 1
b pr2 5 ¢ 5 b3
c 6 d 6 ¢ 6 a
d 3 a 7 4d
1 1 2
5 5 b 3 2 2 ¢
c 3 4
da
5
2

*
The highest tone in this mode is never used.
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Mode V*
single string rebab
6 a) 2/6
1 b > 1
2 ¢
3 a
d 3 a
s - 5
c(2 b
7 a cr2 6 a)
1 a 7 a)
2 2 b 14 1 b
3 2 2 c%1 2 b
. 3 cr 3
5 4d ? d .
6 5 J ? d
é

*In this mode, only finger position number 2 is used. Also, the highest
tone is never used, but is merely touched upon [in passing] (mbesut), as in
mode I, numbers 1 and 3.

After you understand the application of the modes to the rebab (i.e.,
finger positions), you will see clearly that the numbers of the modes do
not necessarily correspond to the numbers of the fingering positions. For
example, mode I does not necessarily use, or occupy, position number 1. It
is especially difficult to establish the position of a mode when two modes
are fused through modulation. But, once you have a grasp of the fingering
positions and fully memorize them individually, you will determine easily
the mode and the number of the fingering position.

Let us now compare the fingerings and modes of the pélog tuning system
with those of the sléndro tuning system. I must explain first that these
matters are clearer in sléndro than they are in pélog. For that reason,
the modes and fingerings of slendro can also indicate the pathet. However,
gendhing in pathet nem have a special range. This range on the rebab is on
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the low string. However, the modes/fingerings lie on the high strings, as
is illustrated in figure 14.

Figure 14. The Modes and Fingerings for Laras Slendro

2 6
I Il

1 a 0 ITI Iv

2 b a a 0 v

3 c b b a a VI

5 c c b b a VIiI
6 s/m d d c c b a
i s s/n d d c b
é m m d c
é s d

m

n [}

Rey: s" = sanga; "n" = nem; "m" = manyura.

I have diagrammed the modes and fingerings in consideration of the
fact that many pieces in sléndro--such as Gambir Sawit, Bondhet, Pangkur,
and others--can also be played in pélog. For this reason we need to know
whether the slendro fingerings can be transferred to laras pelog--that is,
whether the mode stays the same. This will become clearer when we examine

the modes one at a time,

1. The fingering of laras slendro mode I can be transferred directly
to laras pélog bem or laras pélog barang, because the position of
the fingers there is constant due to the nature of the instrument.

2. The fingering of laras slendro mode II can be transferred to laras
pélog bem with pélog tone 4 replacing sléndro tone 3. Finger d
cannot slide to tone i. This fingering cannot be transferred to
laras pélog barang.

3. The fingering of laras sléndro mode III can be transferred to
laras pélog bem with pélog tone 4 replacing slendro tone 3.
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Finger d cannot slide to tone 1. This fingering cannot be
transferred to laras pélog barang.

The fingering of laras slendro mode IV can be transferred to laras
pélog bem or laras pélog barang, but finger d cannot slide.

The fingering of laras slendro mode V can be transferred to laras
pélog bem with finger a still sounding pitch 3, or occasionally
pitch 4, This fingering can also be transferred to laras pélog
barang, but finger d cannot slide.

The fingering of laras slendro mode VI can be transferred to laras
pélog barang but not to laras pélog bem.

The fingering of laras sléendro mode VII can be transferred to
laras pélog bem but not to laras pélog barang.

Figure 15. [The Transfer of Modes (Fingerings) from Slendro to Pélog]

Slendro Pélog Modes Explanation
Modes
(fingerings) |Pathet I 11 III | IV v

I s/m ? ? ? ? ? bem or barang
II s 1 bem
111 s/n 2 bem
v m no. 3 2 barang or bem
v m 3 2 barang or bem
V1 s 3 barang
VII [m] 2 bem

When we examine the fingerings in laras sléndro and pélog, it becomes
clear that in gendhing in laras slendro that are transposed to laras pélog
(e.g., Gambir Sawit) the finger positions are not simply transferred. This
is especially true of gendhing in laras slendro pathet sanga that are
transposed to laras pélog bem, for there is no equivalent to mode VI in
pélog bem. Transposing a piece from slendro sanga to pélog bem requires
changing to a mode in which the dhong is pitch 4--that is, mode I, number

1, in laras pélog, for which fingering V in laras sléndro can be used.
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Mode and Gender Cenqgkok

Now let us discuss these modes in laras pelog as applied to the
gendér. I will limit my explanation to the modes in laras pélog bem,
because there is very little I need to explain about modes in laras pélog
barang. This is because any mode with tone 7 can rightfully be called
pathet barang.

I have already explained that some gender cengkok in laras pélog are
only imitations of laras sléndro cengkok., For this reason, and to simplify
matters, I will refer to them as the cengkok of pathet sanga (s) and/or
pathet manyura (m). I have not mentioned the cengkok of [sléndro] pathet
nem because [sléndro] pathet nem céngkok in laras pélog are very thin (or
weak and indistinct).

Figure 16 is a table of the modes, written from high to low tones--
thus, unlike the diagrams of the rebab.

Figure 16. [Pélog Modes with Respect to Gender]

Mode Mode Mode Mode Mode
1 II I1I v v
4 1 1 5 5 2
4
6 6 3
5 6 6
4 5 2 6
4 1 5
6
5 6 3
4 1 5 2 6 6 3
s/mis/m s s s m m n s/mis/m

As is the case with modes in laras sléndro, in laras pélog there are
modes that can be shared by two different pathet. The determination of the
pathet of a phrase will depend upon the cadence (kadens [from the Dutch])
of the preceding or following phrases when they are arranged to form a



156 Martopangrawit (2)

gendhing. In other words, the pathet [of a phrase] will depend on the
preceding or succeeding cadence (kadens gandhéngané).

If we examine treatment (garap) in each mode, we find that there are
two types in laras pélog bem: pathet sanga treatment and pathet manyura
treatment. Pathet sanga treatment is used for [pélog] pathet lima, while
pathet manyura treatment is used for [pélog] pathet nem. There is nothing
more to discuss on this matter, except perhaps the literature concerning
it.

However, although in gendhing--~those left us by our ancestors--modes
in laras pelog are included in [pelog] pathet nem, many masters of
karawitan (pangrawit) considered pelog gendhing with entirely manyura
treatment to be "pathet manyura pélog" or "pathet nyamat.” 1In other words,
such gendhing were not considered to be pélog pathet nem. Our willingness
to call these gendhing "pathet nem" comes only from the tradition that
laras pélog consists of three pathet--lima, nem, and barang. There are, in
fact, many gendhing that are played with completely manyura treatment.
After these gendhing are played, the pathetan melody (lagu pathet) played
will be taken from [sleéndrol pathet manyura [transposed to pélog].

However, gendhing in laras pélog with sanga treatment will still be
considered [pélog] pathet nem. But, my children and grandchildren, let it
be known to you: the past masters did not refer to these gendhing as "pélog
pathet manyura" arbitrarily. Such a classification is based on the fact
that, in gendhing in pélog bem with manyura treatment, the treatment is
exactly the same as that of sléndro manyura, whether on the gendér or on
the rebab. The only exception is that in laras slendro the séleh on pitch
3 kempyung

is a true kempyung [perfect fifth], whereas in laras pelog bem it is not.
For, the tone that lies a kempyung above pitch 3 (dhadha) in laras pélog is
pitch 7 (barang).

Thus, if we suppose that pélog pathet nem has a dhong--a basic tone
[tonic]--of pitch 2 (gulu), then it is [gendhing in] pélog bem played with
manyura treatment that must be called [pélog] pathet nem. To make this
clearer, please play the following [pélog] gendhing.



a. ladrangan

buka:

6

with dhong 2 (gulu)

we OV

b. ladrangan

buka: 2

W =

c. ladrangan
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buka:

6

5

d. ladrangan

buka: 5

6 356 5653 6 5
t N
21 3532
321 3532
6.. 2321 i
263 65326
with dhong 5 (lima)
2321 321 ? 21
t t N
21 § 21 ? ?
21 § 21 § ?
2. . 2321 )
21 6 21 ? ?G
with dhong 2 (gulu)
6 542 54 56 5 4
t t N
456 545 2
456 5452 .
6 . . 6 456
6 5 4 6 41 2G

with dhong 1 (panunggul)

NN

Ut e N

e w

manyura treatment

. On
N

sanga treatment

manyura treatment

sanga treatment



158 Martopangrawit (2)

Explanation. Ladrangan (a) reqguires manyura treatment without pitch
4, Ladrangan (b) requires sanga treatment without pitch 4. Ladrangan (c)
requires manyura treatment without pitch 3. Ladrangan (d) requires sanga
treatment without pitch 4. Now that you have played these examples, decide
which of the four ladrangan are in [pélog] pathet nem--I leave it up to
you.

It has been previously stated that many of the modes in laras pélog
bem are included in [pelogl pathet nem. If that is the case, what is meant
by "pathet lima"? Many have tried to answer this question, but, in my
opinion, none satisfactorily. The reason derives from my analysis above.
Because I am not happy with the theories set forth thus far, I am
continuing my search for what, in fact, is pathet lima and what is pathet
nem. I have not yet determined the answers to these questions,

Here is one theory, the fruit of the research of some colleagues in
the field of karawitan--among others, Bapak Puspalalita and Bapak
Warsapangrawit. (Unfortunately, both passed away around 1949, during the
"second military action.") Originally, this analysis of gendhing (which I
subsequently have called the "theory of gendhing") revealed that the
following identifying characteristics were found in gendhing in pélog
pathet lima and not in gendhing in pélog pathet nem, and vice versa.

1. Characteristic of gendhing in pélog pathet lima, but not of
gendhing in pélog pathet nem:

a. pitch 1 (panunggul gedhé)

b. pitch 4 (pelog gedhé)

c. pitch 3 (dhadha tengahan) as a strong tone, frequently used
as a seleh tone, but in varying positions
2. Characteristic of gendhing in pélog pathet nem, but not of
gendhing in pelog pathet lima:
a. pitch 1 (panunggul tengahan) treated as a gembyang (i.e.,

treated as in a cengkok in manyura)

Later, the above-mentioned experts decided upon the following charac-
teristic features of pélog pathet lima and pélog pathet nem,
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1. Characteristic of gendhing in pathet lima:
a. the lowest possible tone used is pitch } (panunggul gedhé)
b. the use of pitch 4 (pelog gedhe)
c. the prevalence of pitch 3 (dhadha tengahan)

d. the treatment of seleh on pitch 1 (panunggul tengahan) as
kempyung, i.e., treated as a céngkok in sanga

2. Characteristic of gendhing in pathet nem:
a. the lowest possible tone used is pitch 2 (gulu gedhé)
b. pitch ¢ (pélog gedhé) is not used

c. pitch 3 (dhadha tengah) is not a strongly emphasized seleh
tone”

d. seleh on pitch 1 (panunggul tengahan) are treated as
either kempyung or gembyang

After examining the characteristics of pathet lima and pathet nem, the
above-mentioned researchers considered my theory of pathet in laras slendro
as seen on the gendér (i.e., using the gendér as the instrument for
determining pathet). Their intention was to re-examine the previously
discovered characteristics of the two pathet as seen on the gendér,‘by
"arranging the modes in pélog in sequence by kempyung, and lining these up
with the [keys of the] gender,” as seen in figure 17.

*
In Gendhing Miyanggong, pitch 3 is found in various positions, but
never as a seleh tone.
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Figure 17. [Pélog Modes and the Keys of the Gender Barung Arranged in
Sequence by Kempyung]

(7) (&) (7) (&) (7) (&)

Keys of - . ..
Gender Barung: 61235612356123
Mode I |

No. 1 4 5612

No. 2 12356 (lima)

No. 3 56723 (barang)

No. 4 23467 (barang)
Mode 11

No. 1 12456 (lima)

No. 2 56123 (nem)

No. 3 23567 (barang)

No. 4 6723 ¢
Mode III

No. 1 56124 (lima)

No. 2 23561 (nem)

No. 3 67235

No. 4 3£672
Mode IV

No. 1 24561 (nem)

No. 2 61235

No. 3 35672

No. 4 72346
Mode V

No, 1 61245

No. 2 35612

No. 3 72356

No. 4 46723

[Note: The vertical lines under "6" and "3" delimit the range of the
gender barung.]

[The researchers] then selected only those pélog modes that were wholly
contained within the range of the keys of the gender barung (the area
delimited by vertical lines in figure 17). The results were:
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Mode I: nos. 2, 3, and ¢
Mode II: nos. 1, 2, and 3
Mcde III: nos. 1 and 2
Mode IV: no. 1

Mode V: none

Then these modes were selected again according to the characteristics of
pathet lima and nem, as described above. These are indicated [in
parentheses] in figure 17. The results can be summarized as follows.

G
(1236568 mode 1, no. 2
G
pathet lima: J 12456 mode II, no. 1
G
L 56124 mode III, no. 1
G
(56123 mode II, no. 2
G .
pathet nem: ﬁ 23561 mode III, no. 2
G .
24561 mode IV, no. 1
\
G
(56723 mode I, no. 3
G
pathet barang: < 23467 mode I, No. 4
G
23567 mode II, no. 3

\

These groups can be further summarized as follows.

G (4) G
pathet lima: 1 2 3 5 6 1 2 &
G G (4) .
pathet nem: 5 6 1 2 3 5 6 1
G G (4)
pathet barang: 5 6 7 2 3 5 6 7
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Pathet Lima in the Theory of Gendhing

According to the theory of gendhing, it is clear that pathet lima has
tones 1 and 5 for dhong tones (basic tones, tonics). This is indeed the
case in the gendhing left to us by our ancestors.

Dhong 1 and dhong 5 use céngkok of pathet sanga; that is, any seleh on
pitch 1 (tengahan) must be treated as a kempyung.

Pitch 4 (pitch pelog in the low range) is only found in pathet lima
gendhing.*

The presence of pitch 4 (pitch pelog in the middle range) in pathet
lima gendhing is not obligatory (not necessarily present). Many gendhing
in pathet lima do not use middle tone 4--for example, Ladrang Sembawa.

Pelog Pathet Nem in the Theory of Gendhing

According to the theory of gendhing, pathet nem has pitches 5 and 2 as
dhong tones; dhong 5 is for sanga céngkok and dhong 2 is for manyura
cengkok. This also implies that seleh on 1 (panunggul tengahan) can be
treated either as kempyung [sangal or gembyang [manyural, and this is, in
fact, one of the hallmarks of gendhing in pathet nem. (There are some
gendhing in pathet nem that use wholly sanga céngkok or wholly manyura
cengkok.)

There are no gendhing in pathet nem that use pitch 1 (panunggul gedhé)
or 4 (pelog gedhe). Pitch 3 (dhadha tengahan) is frequently used, but its
position is variable.

Pelog Pathet Barang in the Theory of Gendhing

According to the theory of gendhing, pathet barang has pitches 5 and 2
as dhong tones, and, indeed, this is borne out in the gendhing left us by
our ancestors. A survey of the approximately forty gendhing (excluding

*Ladrang Tirta Kencana uses low pitch 4. However, the man who
composed the piece (circa 1935-40), Klangjengl R[aden] Mlas] T[umenggung]
Wiryadiningrat, classified it as pelog pathet nem. Many experts of the
time rejected the piece (though let's not worry about that), claiming that
it was awkward in its transition from the ngelik gongan back to the first
gongan. (The first gongan ends on low pitch 5 [allowing a natural return
to the beginning, which is low in register]; the ngelik gongan ends on
medium pitch 5, but straightaway returns to the low register of the first
gongan without any transition.)
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ladrangan) in pathet barang bequeathed to us by our ancestors indicates
that only eight (or 20 percent) have pitch 6 as the gong tone.

Seleh on pitch 2 (gulu tengahan) and on pitch 3 (dhadha tengahan) must
be treated as kempyung in pathet barang. Seleh on pitch 7 {barang) must be
treated as gembyang, even in the context of a sanga céngkok.

Note. The theory of gendhing is based on research on the gendhing
left by our ancestors. The conclusions about pathet nem and pathet barang
can be said to agree [with the material examined]. (I leave it up to the
reader whether or not he is satisfied [with those conclusions].) But with
regard to pathet lima, even those who derived the theory themselves are
uneasy with the results, because in the middle range only pitch 4 is found.
In fact, however, pitch 3 is not infrequently found in the middle range,
and it is clear that in those cases pitch 3 is not merely a borrowed tone,
but has a strong (or active [aktief]) position.

Thus, in the research referred to above, pathet lima remains obscure
(i.e., in the matter of agreement between theory and practice). The
practice-oriented musician at this time can only say that pathet lima is a
transposition from pathet barang. For example:

barang 2 3 4 6 7
a.

bem 1 2 3 5 6

barang 2 3 5 6 7
b.

bem 1 2 4 5 6

From the perspective of rebab performance practice, it is clear that the
position of the tones and fingerings in bem is no different from their
position in barang. If such is the case, why is it necessary to transpose?
The reasons are:

a, There is no pitch 4 in the pélog barang gamelan,

b. Any use of pitch 4 in pélog barang must involve borrowing that
tone [and substituting it for pitch 5] -- ( 2 3 4 . 4327) -
causing a very different feeling to arise.
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Furthermore, musicians consider pathet lima to be a transposition of pathet
barang because of the following evidence.

a. In gendér treatment (garap) in pathet lima, each seleh on pitch 1
(panunggul tengahan) must be treated as kempyung. This is in
agreement with pélog barang treatment [transposed down one pitch
degree], where each seleh on pitch 2 (gulu tengahan) must be
treated as kempyung.

b. The lowest tone of pelog barang is pitch 2 (gulu gedhe). This
agrees with the lowest tone of pathet lima, pitch 1 (panunggul
gedhe) [transposed down one pitch degree].

Figure 18,
Tuning of Tuning of
, Rebab Strings , Rebab Strings
in Pelog Lima Fingerings in Pelog Barang Fingerings
1 5 5 2 6 6
6 7
1 2
2 3
3 £
4 5
5 6
6 7
1 2
2 3
3 £

[Note: Pitches 5 and 6 are open strings in pélog lima and pélog barang,
respectively.]

Tuning (Stem[m]ing)

Here I am using the term "stem[mling," ['tuning', from Dutch], which
derives from Western music terminology, since there is no term in karawitan
with the same meaning. I am using this term because I consider it close to
the meaning intended: that is, "intervals (sruti) with a fixed embat that
combine to form a pathet." The intervals that create a tuning are those in
modes I, 1I, and IV, which have the following shape.
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mode I o o o o _ the tuning for [pathet] bem
with sanga [treatment]
mode II L o v o the tuning for [pathet]
barang
mode IV . s o o e the tuning for [pathet] bem
SN N’

with manyura [treatment]

This can be clarified as follows. When mode I is sung, most assuredly
it becomes embat bem [with sanga treatment]. When mode II is sung, it must
become embat barang. When mode IV is sung, it must become embat bem with
manyura treatment,

Since each mode that gives rise to a tuning has its own embat (i.e.,
the intervals in the three groups are not the same), and, as we remember,
the tonality (toonaliteit) of the .treatment/cengkok has already been
established, then the tones in each mode must also be fixed.

The tones for the bem/sanga tuning are:

1 2 3 5 6

L . [

[ L ]
~—r

The tones for the barang tuning are:

2 3 5 6 7
L ] [ ] [ L L]
S—r g

The tones for the bem/manyura tuning are:

6 1 2 3 5

L] [ ®
— N

If this is the case, is the phrase . 111 2 3 21 the same as

.555 6765 or .444 5654 ? The answer is, if this phrase is
hummed, without identifying the names of the tones, it will definitely
sound the same. But, if it is played on [gamelan] instruments, it will
clearly sound very different, because each cengkok, or manner of treatment,
will have its own requirements. One difference is easy to detect: if we
play the phrase . 111 23 21 on the gender, the seleh on pitch 1 must
be treated as kempyung, but if we play . 55 5 6 7 6 5 on the gendér,
the seleh on pitch 5 must be treated as gembyang, and so forth.
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Analyzing Pathet in Laras Pelog Based on Tuning

If we consider pathet from the point of view of tuning, it is clear
that there are only three pathet. These are: (1) the tuning of mode I, (2)
the tuning of mode 11, and (3) the tuning of mode IV. Because of the
position of the tones in the three modes as part of a series of tones,
intervals that are not [acoustically] kempyung [perfect fifths] are treated
as if the upper kempyung [kempyung atas] were the [acoustic] kempyung.
This is shown in figure 19.

Figure 19.
Mode I 4 56 12 4 = 456 12 3
123 56 1 = 123 56
567 23 5 = 234 6 7
Mode II 12 456 1
56 123 5
23 567 2
6 7 234 &6
Mode 1V 2 4 56 12
6 123 56
3 567 23
7 234 67

[Note: Arrows indicate tones one kempyung above (i.e., kempyung atas).]

Explanation [of Figure 19]
Mode I (bem tuning):

the upper kempyung of 4 is 1
the upper kempyung of 5 is 2
the upper kempyung of 6 is 3

when this tuning is ordered from left to right (from low to high), the
following intervals result: 4 56 1 2 3* or 12365¢6 7.

*
Compare this with theory of gendhing, above,
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Mode II (barang tuning):

the upper kempyung of 2 is 6
the upper kempyung of 2 is 6
the upper kempyung of 4 is 1

when this tuning is ordered from left to right (from low to high), the
following intervals result: 1 2 4 5 6 1 . Thus, each series can stand on
its own., We therefore use 2 3 5 6 7 2 for pathet barang.

Modé IV (pélog manyura tuning):

the upper kempyung of 2 is 6
the upper kempyung of 4 is 1
the upper kempyung of 5 is 2

When this tuning is ordered from left to right (from low to high), the
following intervals result: 2 4 5 6 1 [2]., Here again, each series can
stand on its own: the sequences 2 4 5 6 1 2 and 61 2 3 5 6 are used in
pélog bem, because both use manyura treatment; the sequence 3 5 6 7 2 3 is
included in pélog barang, because, as I said above, any order in which the
tone 7 appears can be considered pathet barang. For this reason, in actual
performance, treatment (garap) is a stronger determinant than tuning. For
example, even if the tuning is barang, if the treatment is sanga, then the
piece will be pathet sanga, and vice versa. If the tuning is manyura, and
pitch barang [7] is found in the sequence of tones, then the pathet will be
barang, and vice versa.

Since there is no pathet sanga or manyura in laras pélog, how can we
refer to these entities and differentiate among them? I can only answer
this question from the point of view of treatment, where the distinction is
very clear, From the point of view of gendhing there is still confusion.
In the end, I leave it up to the reader.
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The Order of Tones in the Péloq Pathet According to Various Theories

G

1. pathet lima 5 6 1 2 4
G

pathet nem 2 3 5 6 1
G

pathet barang 6 7 2 3 5

The tones above do not derive from tuning, and use mode III. The treatment
(garap) is as follows: for pathet lima, sanga treatment is transposed to
pélog; for pathet nem, manyura treatment is transposed to pélog, with pitch
i played as the kempyung above pitch 3, though the interval is not actually
[i.e., acoustically] a kempyung; for pathet barang, manyura treatment is
transposed to pélog.

G

2. pathet lima 1 2 4 5 6
G

pathet nem 5 6 1 2 3
G

pathet barang 2 3 5 6 7

The order of tones above derives from the barang tuning, and uses mode II.
The treatment is as follows: for pathet lima, sanga treatment is transposed
to pélog; for pathet nem, sanga treatment is transposed to pélog; for
pathet barang, manyura treatment is transposed to pélog.

G (4) G
3. pathet lima 1 2 3 5 6
G G (3)
pathet nem 5 6 1 2 4
G G (£)
pathet barang 5 6 7 2 3 5

According to the theory of gendhing, in the above sequence of tones pathet
lima uses a mixture of sanga and manyura treatment, although a final
cadence (pada) in archaic (kuna) gendhing will require sanga treatment, and
a seleh on pitch 1 (panunggul) must be treated as kempyung. For pathet
nem, the treatment will also be a mixture of sanga and manyura, except that
the final cadence will sometimes require sanga and sometimes manyura
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treatment. A seleh on pitch 1 (panunggul) will likewise sometimes be
treated as kempyung (as in pathet sanga), and sometimes as gembyang (as in
pathet manyura). For pathet barang the treatment will be mixed also, but a
seleh on pitch 7 (barang) will always be treated as gembyang.

Gendhing in Surakarta

According to the Serat Centhini,2 there are only 157 pieces, including
ladrangan, used for klenéngan. In order to clarify this matter, I shall
quote excerpts from the Serat Centhini that were copied by Bapak Jayamlaya,
of the district Patangpuluhan in Solo. Unfortunately, he did not cite the
original pages or volumes from which these excerpts were taken. [Bapak
Jayamlaya's original notes] were written in Javanese characters; I have
transliterated them here into romanized characters.

Duk samana neng pondokan lagi, Then at their lodgings

Ki Amad lingnya lon, Ki Amad spoke softly

Mangké ratri kakang dipun sareh, "Later this evening, older brother,
Pinarak mring wismane kiyai, do not rush off,

Bawaraga miji, We shall visit the home of Kyai
Pangrebab puniku. Bawaraga, a specialist

On the rebab.

Nyatahuni putunya pawestri, "He is performing a ritual upon the
Sru winantos-wantos, first anniversary of his
Lalenggahan ing sakaparengé, daughter's death.

Mirengaken kalenengan tuwin, We are urgently avaited,

Pangliking kang ringgit, To sit and enjoy as we wish,
Binarung swara rum. To listen to a klenéngan

And the high, clear singing of a
dancer

Accompanied by gentle sounds."
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Inggih adi saklangkung prayogi,
Bakda isya bodhol,

Ki Tengara kalawan tamuné,
Prapténg Bawaragan kyai panti,
Gupuh ngacarani,

Pinarnah nggenipun.

Sinambrama ing wicara manis,
Lumuntur kang sugoh,

Samya rahab sakeh tatamuné,
Miyarsakken gendhing Gambirsawit,
Jeng ngidung nyindheni,

Wilet swara arum.

Mas Cebolang matur mring ki Panti,
Mboten-mboten ilok,

Lah, punapi punika gendhingé,

Teka nyenyos prapténg sanubari,
Weh trenyuh kang myarsi,

Mrinding wulu puhun.

Bawaraga kathah amangsuli,

Babo mitraningong,

Gambirsawit puniku gendhingé,

Mas Cebolang matur mring ki Panti,
Paringa udani,

Gendhing manggénipun.

"Yes, younger brother, that is a
fine idea."

They departed after evening prayer.

Ki Tengara and his guest

Arrived at the home of Kyai Bawaraga

who greeted them eagerly,

Seating them,

With a felicitous welcome in
flowing terms.

Copious food and drink were served,

Enjoyed by the many guests,

Who meanwhile listened to Gendhing
Gambir Sawit.

A young girl sang the sindhen

With pleasant-sounding wilet.

Mas Cebolang then said to the host,

"I have never heard this before.

Just what is the name of this
gendhing?

It deeply touches my heart,

And stirs all who listen,

Raising the hairs on the back of
the neck.”

Bawaraga answered energetically,

"Well now, my friend,

The piece is Gambir Sawit."

Mas Cebolong asked his host

To tell him of

The nature of this piece.
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Cagak lenggah tinimbang ngraosi,

Ing awoning uwong,

Bawaraga mesem lon delingé,

Enget kula manggéné kang
gendhing,

Sendhon pathet neki,

Samya ngenem likur.

Sesendhon nem* am Bondhan kinanthi,

Budheng-budheng Ménggok,**

Layu-layu Sabawa*** Pangawé,

Semang Rebeng Lonthang Sambul-
gendhing,

Rangu Kaduk manis,

Mundhuk Mégamendhung.

Kapang-kapang ki Tamenggita ki,
Néng Paseban Kabor,

Sarayuda Sambul talédheke,
Gonjanganom Ladrang Mangu tuwin,
Gandrungmangungkung gring,

Myanggong Gobet Rambu,

"1t is useful for staying awake,

And better than gossiping about
the faults of others."

Bawaraga smiled and spoke softly.

"As I remember it, the gendhing in

Each pathet number

Twenty-six altogether.

"In pathet nem* there are Bondhan
Kinanthi,

Budheng-budheng, Ménggok,**

Layu~layu, Sabawa,*** Pangawé,

Semang, Rebeng, Lonthang, Sambul
Gendhing, k

Rangu, Kaduk Manis,

Mundhuk, Méga Mendhung,

"Kapang-kapang, Taméng Gita,

Paséban, Kabor,

Sara Yuda, Sambul Talédhék,

Gonjang Anom, Ladrang Mangu, and

Gandrung Mangungkung Gring,

Miyanggong, Gobet, and Rambu.

* .
That is, pelog pathet nem.

* %
This could indicate the present-day "Mongkok."

%k

*
This could indicate the present-day "Sembawa."
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Pathet sanga Lonthangkasmarané,
wWangsaguna Rondhon,

Danaraja Bontit Gégérsoré,
Galagothang Ganggong Bawaragi,*
Mandhul a Malarsih,

Bondhet Surungdhuyung.

Onang-onang Mawur Gambirsawit,
Candra Kencéngbarong,

Garompol myang Gendreh kemasané,
Ela-ela Gandakusuma 4i,
Gendhung** Sunggéng tuwin,

Sumedhang Semeru.

Sendhon gangsal Muntab Candrasari,
Rarajala Gondrong,
Taliwangsa Jalaga rebabe,
Semanggita Gendreh Larasati,

. *kk .
Plajengan Pangrawit,

Babarlayar Tlutur.

"In pathet sanga [the gendhing] are
Lonthang Kasmaran,
Wangsa Guna, Rondhon,
Dana Raja, Bontit, Geger Sore,
Gala Gothang, Ganggong,
Bawa Raga,*
Mandhul, Malarsih
Bondhet, Surung Dhayung,
"Onang-onang, Mawur, Gambir Sawit
Candra, Kenceng Barong,
Grompol, and Gendreh Kemasan,
Ela-ela, Ganda Kusuma,
Gendhung,** Sunggéng,

Sumedhang, and Semeru.

"[The gendhing in] pelog pathet
lima are Muntap, Candra Sari,

Rara Jala, Gondrong,

Tali Wangsa, Jalaga--the gendhing
rebab,

Semang Gita, Gendreh, Laras Ati,
. *kk A

Plajengan, Pangrawit,

Babar Layar and Tlutur,

*
That is, "Bawa Raga." [To follow the rules governing vowel quality
at the end of a line, the a was changed to i.]

* %
This could indicate the present-day "Klenthung."

%%

*
This could indicate the present-day "Playon."
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Singa-singa Goyang ing panggalih,
Jalaga bonang ndon,

Kembangmara Gulagul rebabé,
Kumbangmara Slébrak Duradasih,
Gendheng* Kendhung** Slasih ,

Bremara Majemuk.

kkk
Pathet nem Laranangis gendhing,

Bentaring kadhaton,f
Karawitan Babat Prihatiné,
Marasanja Kocak Kadukmanis,
Ramyang Galondhong-pring,
Tunjung-kroban Guntur,

Maskumambang Godheng}rJr

Titipati,
Glendheh Lelana njog,

Semukirang Lonthang Udansore,
Peksibayan Talwi myang Pujanggi,
Menyanséta tuwin,

Jamba Semarmantu.

"Singa-singa, Goyanging Panggalih

Jalaga--the gendhing bonang,

Kembang Mara, Agqul-agul--the
gendhing rebab,

Kombang Mara, Slébrak, Dara Dasih,

Gendheng,* Kendhung,** Slasih,

Bremara and Majemuk.

"[The gendhing in] pathet nem ¥
are Lara Nangis,

Kedhaton Bentar,T

Karawitan, Babat, Prihatin,

Mara Sanja, Kocak, Kaduk Manis,

Ramyang, Glondhong Pring,

Tunjung Karoban, and Guntur.

"Mas Kumambang, Godheng,ff
Titi Pati,

Glendhéh, Lana,

Semu Kirang, Lonthang, Udan Soré,

Peksi Bayan, Patalwe, Pujangga,

Menyan Séta,

Jamba, and Semar Mantu.

*
This could indicate the present-day "Glendheng.”

*%
This could indicate the present-day "Klenthung."

*%

F

* .
That is, slendro pathet nem.

That is, "Kedhaton Bentar."

This could have become the present-day "Godheg."
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Sendhon barang Wedhikengser Siring, "{The gendhing in] pelog pathet
Ludira nDhol-endhol, . barang are Wedhi Kéngser,
Cacatingrat Maraseba Bondhet, Siring,

Semburadas Cangket Pramugari, Ludira, Endhol-endhol,

Jenthar ladrang Manis, Cacadingrat, Mara Séba, Bondhét,
Belek Kuwung-kuwung. Sembur Adas, Cangket, Pramugari,

Jenthar, ladrang Manis,

Belek, Kuwung-kuwung,

Sangupati Rimong Gandrungmanis, "Sangu Pati, Rimong, Gandrung
Badhaya angGondrong, Manis,

Pan Ludira madura Gendréhé, Bedhaya, Gondrong,

Ejong meru Babarlayar neki, Ludira Madura, Gendreh,
Parigentang tuwin, Jong Meru, Babar Layar,
Tukung Lempunggunung. Pari Gentang,

Tukung, and Lempung Gunung.

Nahen pathet manyura amilir, "As for pathet manyura,

Sedhet Pujangganom, Sedhet, Pujangga Anom,
Talimurda Ramyang Kasmarané, Tali Murda, Ramyang, Kasmaran,
Ménjep Gonjang Galéwang Semiring, Ménjep, Gonjang, Gléwang,
Randhat Damarkéli, Semiring,

Lagu Cucurbawuk. Randhat, Damar Kéli,

Lagu, and Cucur Bawuk.



Martopangrawit (2) 175

phalangkarahinan Lambangsari, "Dhalang Karahinan, Lambang Sari,
Gandrungmangu Boyong, Gandrung Mangu, Boyong,
Pujangganom madura Renyepé, Pujangga Anom Madura,Renyep,
Jangga tawang Capang Mrakkasimpir, Jangga Tawang, Capang, Merak
Prénom* Gliyung Rindhik, Kasimpir,

Lobong Pacarbanyu. pare Anom*, Gliyung, Rindhik,

Lobong, and Pacar Banyu.

ﬁnget kula punika wus titi, "As I remember it, those are all."
Cebolang nglingnya 1lon, Mas Cebolang said softly,

Satus seket pipitu pétangé, "One hundred and fifty-seven in
Awit pathet manyura myambaki, all,

Alangkung satunggil, Since pathet manyura is different,
Dados pitu likur. Having one more than the others,

That is, twenty-seven."

Here I will end my quotation of the Serat Centhini, taken from the
notes of Bapak Jayamlaya, for it shall suffice to give you an understanding
of the total number of gendhing in use at the time of Paku Buwana IV.**

In that work it is clearly explained that there were twenty-six gendhing in
each pathet--with the exception of pathet manyura, which had twenty-seven.
Thus, any gendhing not included in the Serat Centhini must be a gendhing
composed after the time of Paku Buwana IV. However, please note that
gendhing for the accompaniment of dance are not included in this work.

This proves that in those times dance gendhing were not mixed with concert
(kleneéngan) gendhing. (In the Serat Centhini, gendhing for dance are
treated in the section on dance.)

So the enumeration of gendhing will be clearer, I have written the
names again, below, in a list according to pathet.

* ,
That is, "Pare Anom."

* %
Serat Centhini was composed by Paku Buwana V when he was still the
Crown Prince (Pangeran Adipati3Anom), thus, during the reign of Paku
Buwana IV [reigned 1788-18201].



No.| Gendhing in pélog pathet nem Notes
1.| Bondhan Kinanthi
2.} Budheng-budheng
3. Ménggok This could be present-day
"Mongkok."
4.| Layu-layu
5.| Sabawa "Sembawa" is now [classified as]
3 pathet lima.
6.| Pangawe
7.} Semang
8.| Rebeng
9.] Lonthang
10.{ Sambul Gendhing
11.} Rangu I have never come across
this piece.
12.| Kaduk Manis
13.| Mundhuk
14. Méga Mendhung
15.} Kapang-kapang The present-day piece with
. this title is a ladrangan.
16.| Tameng Gita
17.{ Paseéban
18. ) Kabor
19.| Sara Yuda
20.| Sambul Taledhek
21.| Gonjang Anom
22.| Ladrang Mangu
23.} Gandrung Mangung Kung
24, | Miyanggong
25.] Gobet
26.| Rambu




No. Gendhing in sléndro
pathet sanga Notes
1.| Lonthang Kasmaran
2.| Wangsa Guna
3.| Rondhon
4.| Dana Raja
5.| Bondhet
6. Gégér Sore
7.{ Gala Gothang This could be present-day
"Golo Gothang."
8.] Gangga This could be the present-day
"Ganggong."
9.| Bawa Raga
10.| Mandhul
11.| Amalarsih Nowadays the gendhing,hcalled
. "Malarsih" is in slendro
12.| Bondhet pathet manyura.
13.| Surung Dhayung
14.{ Onang-onang
15.| Mawur
16.| Gambir Sawit
17.| Candra
18. Kencéng Barong
19.| Grompol Nowadays there are many
. gendhing called ""Grompol";
20.| Gendreh Kemasan which is this?
21.| Ela-ela Is this "[Ela-ela)] Kali Beber"
or "{Ela-elal] Penganten?"
22.| Ganda Kusuma
23.| Gendhung This could be present-day
.. & "Klenthung." .
24.| Lungkeh The gendhing called "Lungkeh"
is nowadays classified as
25.1 Sumedhang pathet nem slendro,
26.| Semeru




No. Gendhing in pélog

pathet lima Notes
1.} Muntab
2.| Candra Sari
3.| Rara Jala
4.| Gondrong
5.| Tali Wangsa
6. Jalaga rebab
7. Semang Gita
8.| Gendreh Nowadays there is no gendhing
called "Gendreh" in pathet lima.
9.| Laras Ati Nowadays the gendhing of this

name is in slendro pathet nem.
10.| Plajengan

11.| Pangrawit
12.| Babar Layar
13.| Tlutur

14.| Singa-singa This is a ladrangan.
15.| Goyang

16.| Jalaga bonang
17.| Kembang Mara
18.] Gulagul

19.] Kombang Mara
20.| Slebrak

21.| Dara Dasih

22.| Gindheng This could be present-day
"Glendheng."

23.} Kendhung This could be present-day
"Klenthung.”

24.| Slasih I have never encountered

this piece.
25.| Bremara

26.,| Majemuk




No.

Gendhing in slendro

pathet nem Notes
1.| Lara Nangis gendhing
2. Bentaring Kadhaton This probably became present-
day "Kedhaton Bentar."
3,| Karawitan
4.} Babat
5.] Prihatin
6.] Mara Sanja
7.{ Kocak
8.! Kaduk Manis
9.| Ramyang "Ramyang" is now classified as
pathet manyura.
10.| Glondhong Pring
11.| Tunjung Karoban
12.} Guntur
13.| Mas Kumambang
14.} Godheng This could be present-day
"Godheg."
15.] Titi Pati
16.| Glendheh I have never encountered
this piece.
17.] Lelana This could be present-day
"Lana."
18.{ Semu Kirang
19.| Lonthang
20.| Udan Sore
21.| Peksi Bayan
22.| Patalwe I have never encountered
this piece.
23.| Pujangga
24,1} Menyan Seta
25, Jamba
26.| Semar Mantu Nowadays "Semar Mantu” is

played in laras pelog.




No. | Genhing in pélog
1.| wedhi Rengser
2.! Siring
3.] Ludira
4.| Bndhol-endhol
5.] Cacadingrat
6.| Mara Seba
7.| Bondhet
8.| Sembur Adas
9.| Cangket
10.] Pramugari
11.| Jenthar
12.] Ladrang Manis
13.| Belek
14.| Kuwung-kuwung
15.! Sangu Pati
16.| Rimong
17.} Gandrung Manis
18.{ Bedhaya
19.} Gondrong
20.| Ludira Madura This could be present-day
. “Ludira Madu."
21.! Gendreh
22.} Jong Meru
23.| Babar Layar
24,| Pari Gentang
25.1 Tukung
26.) Lempung Gunung




No. Gendhing in slendro
pathet manyura Notes
1.| Sedhet
2.| Pujangga Anom
3.! Tali Murda
4.| Ramyang
5.{ Kasmaran I have never encountered
. this piece.
6. Menjep I have never encountered
this piece.
7.| Gonjang This is a ladrangan.
8. Gléwang Nowadays there is a gendhing
5 called "Glewang Gonjing."
9.] Sumirang Nowadays there is a gendhing
called "Semiring” in slendro
10.} Randhat pathet sanga.
11.] Damar Reli
12.| Cucur Bawuk
13.| Dhalang Karahinan
14.] Lambang Sari
15.| Gandrung Mangu
16.| Boyong Nowadays this is played
in pelog barung.
17.] Pujangga Anom Madura I have never encountered
this piece.
18.}| Renyep Nowadays this is played
in slendro sanga.
18.| Jangga Tawang This could be present-day
"Pujangga Tawang."
20.} Capang
21.| Merak Kasimpir
22.| Pare Anom
23. Gléyong There,is nowadays a ladrang
"Gleyong" in pelog
24.{ Rindhik pathet nem. This could be
present-day “"Gliyung."
25.| Lobong
26.{ Pacar Banyu I have never encountered
this piece.
27.| Lagu
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Note. The excerpts from Serat Centhini in Bapak Jayamlaya's notes
have the following comments written by him (in Javanese script) below the
text.

According to my notes, the gendhing bonang not included here are:

(1) Sobanlah; (2) Kodhokan; (3) Kembang Gempol minggah Ladrang Bayem
Tur; and (4) all gendhing bonang Denggung. Thus, these gendhing
bonang must have been composed after Sinuwun [Paku Buwanal V, since
the Centhini was written by him. Moreover, among other post-Paku
Buwana V gendhing not mentioned in the Centhini are those composed by
Raden Demang Harjapradangga (Ridder). It is said that gendhing bonang
in laras sléndro were composed by Raden Demang Gunasentika in the time
of Kangjeng Kléca [Patih Sasradiningrat IV].

In this list pathet nem is mentioned first. This certainly
suggests that pathet nem precedes pathet lima; then comes pathet sanga,
then pathet lima, and pathet nem slendro.

Whether this last note has to do with the order of pathet in relation to
times of the day, or to the chronology of the composition of gendhing in
the various pathet, is unclear to me. If, however, the chronology of
composition is meant, then I am basically in agreement. For, in my
opinion, the creation of pathet lima must have come last, as I explained
above.

Slendro Gendhing in Laras Pelog

Gendhing are classified in the Serat Centhini according to pathet.
Those in slendro are to be played only in laras slendro and the same holds
for gendhing in laras pélog. Thus, as far as laras is concerned, the Serat
Centhini can be used as an authority for determining whether gendhing were
originally pélog or sléndro. As time passed, however, many gendhing
slendro came to be played in pélog. There are a variety of ways that the
laras of these gendhing can change. Some are transposed without additional
changes. The balungan of some are changed slightly to make them sound more
pleasant in laras pélog. Some relate only slightly to their original form.
Some can be played alternately in the two laras. (This is not mentioned in
the Serat Centhini.) The following are examples of each type of gendhing.
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1. Sléndro gendhing played in laras pélog without change:

Ladrang Ginonjing, laras slendro pathet manyura

G
buka: 6 .123 .1.6 3356 3532

[ 5653 565

NG N 2 D

Ladrang Ginonjing, laras pélog pathet nem

G
bukat 6 ,123 .1.6 3356 3532

[ 5653 56%5

5653 515

NGO NZ Z NvZ

Ladrang Ginonjing, laras pélog pathet barang

G
buka: 6 .723 .7 .6 3356 5352

. . . .

[5653 565
5653 575

5256 535

N N oz 2

5356 535

2. Slendro gendhing played in laras pélog with slight changes [with
underlining indicating the altered sectionsl:
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Gendhing Bondhet, kethuk 2 kerep, laras sléndro pathet sanga

G

buka: 6 .123 .55, 6656 2132 .1635
N
..53 6535 22.3 5635
N
[..53 6535 22,3 56586
. N
. ... 6656 3561 6523
G
.333 5653 2353 21635
N

22.. 22.3 5653 21651

N . *
Gendhing Bondhet, kethuk 2 kerep, laras pelog pathet nem

G

buka: 6 .123 .55, 6656 2132 .1635
N
. .53 6535 22.3 5635
N
[ ..53 6535 22.3 56256
“ e e e N
.« ... 6656 2321 6523
G
. 333 5654 2454 21635
N

22.., 22.3 5654 21651

Gendhing Bondhet, kethuk 2 kerep, laras pélog pathet barang

G
buka: 6 . 723 .55. 6656 2672 .7¢65

N
. .53 6535 22.3 56135
N
{..53 6535 22.3 567°¢6
N
- ... 6656 3567 6523
G
. 333 5653 2353 2765
N

22.. 22.3 5653 217651

* .

The most frequent transposition is to pelog nem. Around 1959, I
tried this gendhing in pelog barang for an RRI [Radio Republik Indonesial
broadcast by the karawitan instructors of the Konservatori Karawitan
Indonesia (KOKAR).
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3. Sléndro gendhing that can be played alternately in both laras in a

*
single performance:

Kinanthi (the unggah of Lobong) irama 1/8, sléndro pathet manyura

.

[.1.6 .1.6 .2.1 .3.

.3.1 .2.6 .2.1 .3.

Q) HZ NZ N2

—

Kinanthi (the unggah of Lobong) irama 1/8, pélog pathet nem/bem

[.1.6 .1.6 .2.1 .3.

.3.1 .2.6 .2.1 .3.

VG PZ N2 N2

Kinanthi (the unggah of Lobong) irama 1/8, pélog pathet barang

. . N

[.7. . .6 . .7 .3 .2
. . N

.3.7 .2.6 .2.7 .3.2
N

.3.7 .2.6 .3.2 .3.7
G

2. 2.7 .3.2 .7.6

*
If Kinanthi is played in irama 1/4, the laras does not shift. If

it is played in,irama 1/8, with ¢iblon drumming,
between laras pelog and laras slendro.

it can go back and forth
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4, Pélog gendhing that have an indirect relation to the slendro original:

Gendhing Génjong, kethuk 2 kerep, laras slendro pathet sanga

G
buka: 5 .612 .2.2 1121 3212 .561
121 321 .165

N

[ .235 ..56 1216 5312
. N

.132 ,.365 1656 5312
G

11.. 5612 1312 .16°5
. G

.621 ... 212 ,.165]

Gendhing Gonjit, kethuk 2 kerep, laras pélog pathet lima
(derived from Genjong)

G
buka: 556 ,.,532 11.. 5612 1312 .165

LU NDZ NZe0Z

@ N NZ



Gendhing Glondhong Pring, kethuk 2 kerep,

buka:

. 2

« . o LX< LX)

« O

et

2

W . [3;] LR V] LR V]

- W

Gendhing Pring

buka:

(derived from Glondhong Pring)

556

5424

.

N -

w

s

o

1

oW N

N

L} N

oW

3

6
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Glendhengan, kethuk 2 kerep,

e LR )}

(=2}
ol

5

e

-\

56 5421

(3]
-

SUNQ BZeZ N

ot

laras slendro pathet nem

Q)

5 .3.5 .3,

1

laras pélog pathet lima

G
12 .165

187
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5. Gendhing played in either laras sléndro or pélog, the original laras
of which is unknown:

Ladrang Pangkur, laras sléndro pathet sanga; irama 1/8

G
buka: .211 .211 2211 .6.°5
N__
[ 2 1 2 6 2 1 6 5 6
s T e o N
6 .55612 152 1 6
—.—_—_—-——N
. 2 . 1 . 25321 5
- . - G
215216 2 1 6 5 ]
Ladrang Pangkur, laras sléndro pathet manyura
N
[3 2 3 1 3 2 1 6 1
. _— — N
1 . 66123 263 2 1
—_— N
. 3 . 2 . 36532 6
- G
1326321 3 2 1 61

Ladrang Pangkur, laras pélog pathet bem (sanga treatment)

N__

{2 1 2 &6 2 1 6 5 6
- T T ra N

6 .55612 152 1 &
.-—.._—_.————N

. 2 . 1 . 2853271 5
—_—— — G
215216 2 1 6 51}
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Ladrang Pangkur, laras pélog pathet bem (manyura treatment)

N
[ 3 2 3 1 3 2 1 6 1
. —_—— - N
1 . 66123 263 2 1
—_— e N
. 3 . 2 . 365372 6
— T G
1326321 3 2 1 61}
Ladrang Pangkur, laras pélog pathet barang
N __
[3 2 3 3 2 7 6 7
_ T N N
7 . 66723 2 3 2 7
—_ N
. 3 . 2 . 36532 6
- 5 - G
7326327 3 2 7 61

In addition to the examples given above, there is also the repertory
of gendhing to accompany the wagang madya, all of which are gendhing in
slendro transposed to pelog.

From the examples and explanations provided above, it is clear that
only gendhing in slendro can be transposed to pélog, and not vice versa.
There are no gendhing in laras pélog that can be transposed to laras
sléndro. It is said that the wayang klithik (in the palace [at Surakarta])
were previously--that is, before the reign of Paku Buwana X [1893-1939]--
accompanied by pélog gendhing transposed to sléndro. However,
subsequently--that is, during the reign of Paku Buwana X--the accompaniment
used was gendhing in laras sléndro. This is proof that the transposition
[from pélog to sléndro] must have been unpleasant to the ear.

*Accordlng to Bapak R[aden] Ng[abehi] Atmacendana [later known as
Nojowirongkol, the wayang madya was created during the reign of K[angjengl
Glusti] P[angeran] Alrya] Af[dipati] Mangku Negara IV [reigned 1853-1881].
The accompaniment was by the pelog gamelan, and many new gendhing were
created for this purpose. But when Paku Buwana X [reigned 1893-1339]
adapted the,wayang madya form [at the Kraton Surakartal, the gendhing used
were all slendro gendhing transposed to pelog. The clowns, Capa and Capi,
previously used, were 6 replaced by Semar, Gareng, and Petruk [as in the
wayang purwa repertoryl.



190 Martopangrawit (2)

I should add that when skilled players play slendro gendhing on a
pélog gamelan, they are careful that:
a. the theme (céngkok), or basic material, of the gendhing is not
lost;
b. the slendro gendhing should be transposed to a pélog pathet that
is the counterpart of the slendro pathet.

Slendro pathet sanga can be transposed to pélog pathet nem; slendro pathet
manyura can be transposed to pélog pathet manyura, pélog nyamat, or pélog
pathet barang. Slendro pathet nem, however, cannot be transposed to pélog
pathet lima. If a gendhing in slendro pathet nem is played on a pelog
gamelan, the pathet will remain sléndro pathet nem, made pélog.

Around 1938-39, Bapak R[aden] T[umenggung] Warsadiningrat (then known
as Prajapangrawit) transposed a sléndro gendhing into pélog. The gendhing
was Ladrang éling~éling Kasmaran and the piece was to accompany an episode
from the wayang orang lakon, "Kéyong Mas" in the wayang gedhog repertory,
for the scene of Raden Panji Inu Kartapati and Sarag.* The gendhing was
transposed to pathet barang (not pathet nem), and this practice has been
perpetuated to the present time,

A few years ago, around 1967, Ladrang Sri Karongron, laras slendro
pathet sanga, was transposed to pélog pa%het barang. However, be aware
that, even though these two gendhing (Ladrang éling-éling Kasmaran and
Ladrang Sri Karongron) were both originally pathet sanga and both
transposed to pélog pathet barang, the procedures for doing so were not
identical. 1In Ladrang éling—éling Kasmaran the gong tone remained
unchanged (tone 2 [gulul), while in Ladrang Sri Karongron it was raised one
key--from pitch 5 (1lima) in sléndro to pitch 6 (nem) in pelog.

Ladrang éling-éling Kasmaran, pélog barang, is frequently played now
and in fact a suitable mérong for it has been found. Usually Gendhing
Bandhil Ori is chosen as the mérong, and, indeed, this choice is very
agreeable to the ear. But the question arises, "When Ladrang éling—éling
Kasmaran is played in slendro sanga, its mérong must be Renyep, but when
the piece is transposed, why is Renyep not transposed as well?" This
question is normally answered, "It would be unpleasant.” Just that is
said, without regard for the fact that both the mérong and the unggah
sections of the gendhing have gong tone 2 (gulu) [and thus should be
equally transposable]. Actually, there are reasons for this.

*
The actor-dancers, of whom I was one, were all musicians.
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First, we must examine the laras pélog gamelan. Our gamelan has seven
tones, ordered thus: 1 2 3 4 5 6 7 . These tones are divided into two, to
become pélog bem and pélog barang, of which pélog bem is divided in two, in
the following manner: part I is 1 2 3 5 6 and part II is 1 2 4 5 6 .
Bach part has two kinds of treatment, that is, tone 1 as kempyung (sanga
treatment) and tone 1 as gembyang (manyura treatment). Thus, pélog bem is
quite broad in scope, accommodating slendro pieces of any pathet. The case
of pélog barang ( 2 3 5 6 7 ) is different. It has only one part and the
treatment (garap) is also .invariable, that is, tone 7 (barang) must be
treated as gembyang.

As a result, if we want to transpose a piece in laras sléndro to laras
pélog bem, we can do so almost without thinking. If pitch 1 in laras
slendro is treated as kempyung, then in pélog bem we need only use sanga
treatment; if pitch 1 in laras slendro is treated as gembyang, we need only
use manyura treatment. If the use of pitch 3 in pélog is not very
pleasant, we can substitute pitch 4 in its place, and vice versa. This is
not, however, the case in pélog barang. If we want to transpose a slendro
gendhing to pélog barang, we must choose a gendhing that has gembyang on
pitch 1 (a pathet manyura gendhing) or we must choose a pathet sanga
gendhing without seleh on pitch 1 and transpose it up one pitch level (as
in the case of Sri Karongron, where pitch 5 is raised one pitch level to
become pitch 6).

Changes in the Balungan of Gendhing

By changes in the balungan of gendhing I do not mean those changes
that occur when transposing from one laras to another. For example, if the
balungan 3 5 6 1 in laras sléendro becomes 2 3 2 1 in laras pélog bem,
or 3532 .126 in laras slendro becomes 3532 . 75 6 in laras
pélog barang, there has been no real "change." In karawitan circles these
are not regarded as changes, because the motif (motief) of the balungan
remains the same, Here, I mean changes in the motif or in the seleh. I am
convinced that these changes from an earlier original version have
occurred, based on the following evidence.

a. Many of our venerable musicians are in disagreement over sections
of the balungan of particular gendhing.
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*
b. There is an episode in the Serat Centhini that tells of the
playing of Gendhing Gambir Sawit in a manner that differs from
current practice,

sekar kinanthi [in the kinanthi meter]:

Nulya ki Jayengrageku [Then Ki Jayengraga

Anyenggreng rebabira ris, softly touched the bow to the
Anganti sendhon pathetan, rebab strings

Laju buka Gambir Sawit, and played the pathetan,
Tibaning nem beming kendhang, then the buka for Gambir Sawit,
Tibaning lima dén—gongi. the bem of the kendhang entered

at pitch nem,
and the gong fell on pitch lima.l]

According to this excerpt from the Serat Centhini, in the buka for
Gendhing Gambir Sawit the kendhang stroke bem falls on pitch 6
(nem), whereas in present-day practice the kendhang bem coincides
with pitch 2 (gulu), as below.

5 .612 .2.,2 1121 3212 .16
b ttt

)

[Note: b = bem; t = tong]l

In the days of the Serat Centhini, the buka could have been as
follows.

G
5 .612 .2.2 1121 3216 2165

b ttt

With this in mind, let us consider Gendhing Onang-onang. According to
the words of the elders, this gendhing was originally in laras slendro
pathet sanga. This is consistent with the information in the Serat
Centhini, where Onang-onang is classified as a gendhing in pathet sanga.
Today this gendhing is invariably played in laras pélog bem, because when
played in its original laras and pathet it sounds unpleasant (awkward),
which means that the gendhing does not want to return to its origins. Is

The following excerpt is taken from a copy of the Serat
Centhini owned by Bapak Jayamlaya. The volume and page are not mentioned.
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this not caused by [historical] changes in the areas of laras and treatment
(garap)? Such changes could cause the original to be misunderstood.

Gendhing Onang-onang, laras pélog pathet nem

G
buka: 2 .356 .6.1 .2.1 .2.6 .3.5
N
[..53 6532 ,.,23 5635
. C e e e e e e . N
11.. 1121 3212 .1635
N
« ++.. 5535 66 .5 33586
I
« e e G
2321 6535 2356 3532
II
N
66 .. 6535 23586 3532
111
N
55.. 5523 5654 2121
N
3212 .1 5 22 3 1232
G
. .23 5321 3532 .165]1

If this balungan, common today, were played in slendro, it would sound
unpleasant. Sanga treatment precedes the underlined section I, but then
there is an immediate switch to manyura. Underlined sections II and III
are clearly to be treated as manyura, but after section III there is a
reversal to sanga treatment at the repeated tones 5 5 . . . 1If the piece
used balungan [phrases] from slendro sanga in the sléndro version, it
certainly would be much more pleasant.
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N

[. .53 532 ..2 5 5

. e e e e e e e . N

11.. 121 321 .165

N

.. .. 5535 66 .5 6356

I

G

2321 6535 1656 3532
II

. . . N

66 .. 2165 1656 3532

III N

55.. 5523 5653 2321

N 2

3212 .165 22 .3 123
minur

[N Ny

. .23 5321 3532 .1¢86

Aside from the changes mentioned above, there are other changes in
balungan that are caused by necessity. For example, when Ladrang Kembang
Pépé is used to accompany the bedhaya dance, it must be altered to
accommodate the vocal part, since the latter is so important in gendhing
bedhayan. If no change were made, the vocal part would be uncomfortable to
sing.
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Ladrang Kembang Pépé (original [i.e., klenengan] version):

N
[. 1 . 6 . 5 . 3
N
. 5 . 2 . 5 . 3
N
. 5 . 2 . 5 ., 3
G
.1 . 2 .1 . 6
N
ngelik: . 5 . 3 . 5 . 6
N
. 5 . 3 . 5 . 6
N
. 3 . 2 . 5 . 3
G
.1 . 2 . 1 . 61

Ladrang Kembang Pépé (as used to accompany bedhaya):

N
[. 3 . 2 . 5 ., 3
N

.5 . 2 ., 5 ., 3

N

.5 ., 2 . 85 . 3

G

.1 . 02 .01 . 8

N

ngelik: . 5 . 3 . 5 . 6
N

. 5 . 3 . 5 . &
N

.3 .2 .5 . 3
G

.1 . 2 .1 . 61

Because such changes usually make the piece more pleasant, the changed
version tends to be used even if circumstances do not call for it, Often,
changed versions are performed so frequently that the original becomes
unknown. Ladrang Pangkur is another example.
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The old Ladrang Pangkur, played without the so-called lancaran section
*
is below.

G
buka: .3 .2 .3.2 3732 .7658
[3 2 3 7 3 2 7 6 1
—_—— - N
7 .66723 263 2 7
N__
. 3. 2 . 3. 2 6
- T G
7326327 3 2 6 1

This version of Ladrang Pangkur was traditionally played in the following
manner: after the buka, the piece is irama 1/2 to the first kenong; then it
becomes irama 1/4, slowing down to the gong, where it becomes irama 1/8
(usually with ciblon drumming); after becoming irama 1/8 it occasionally
becomes 1/16, ending eventually in irama 1/8. 'The balungan remains
unchanged throughout. Later, Pangkur with a gancaran section emerged--
possibly from Ngayogya [Yogyakartal--having the following shape in irama
1/4 and 1/2.

N
{3 2 3 7 3 2 7 &6
N
7 6 3 2 5 3 2 7
N
3 5 3 2 6 5 3 2
G

s 3 2 7 3 2 6 1

*
Actually gancaran--lancaran is a form.



Martopangrawit (2) 197

When this Pangkur gancaran is played with kendhangan ciblon in irama 1/2 or
irama 1/4, it is accompanied by a solo female vocal part called "rujak-
rujakan."”

N
[s3 2 3 7 32 7 6
N
7 6 3 2 5 3 2 7
. 2 2 2 2 6 2 6.3 5 6 2 71 3
Ru-jak na- nas pan- tes den wa- dhahi ge-las, ya
N
3 5 3 2 6 5 3 2
7 3 7 2 2 2 2 2 7 7 6 3 6 1 2 6

mas ya mas ti- was ti- was ngla- buh-i wong o- ra we-las, a-

G
5 3 2 7 3 2 7 6 1

2 6 3 2 2 2 7 3 3 3 4 2 7 6
la ba-pak balung pa-kel a- lok a- lok ho- se.
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When Pangkur gancaran is played with kendhang kalih drumming in irama 1/4,
it has the following gérong part in the salisir meter.

N
[ 3 3 7 3 2 7 6
2 2 32 7 23 32 2 2327 6

Pa- rab-e Sang Sma -ra ba- ngun
N
7 3 2 5 3 2 7

3 3 38 2 3 67 3 2 32

se-pat dom- ba ka - 1i o- ya
N
3 5 3 2 6 5 3 2
. 6 6 1 2 3 6 765 7653 2

a- ja do- lan lan wong pri- ya
G

5 3 2 7 3 2 6 1
. 5% 3 .2 2 32 7 2332 2 2327 6
ge- ra- meh no ra pra sa -  ja
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As time passed, another Pangkur with gancaran appeared, this time in laras
slendro pathet sanga, played in irama 1/4 with a laras madya melody in the
. *
pangkur meter as the gerongan.
N
[ 2 1 2 6 2 1 6 5

.2221.2 35216 . 2221 6123165 .2
Sekar pangkur kang wi- nar- na, lalabuhan kang kanggo wong urip, a-

N
6 5 2 1 3 2 1 6
2 .22 .312s561 61 215 2 532316
la 1lan be -cik pu- niku, prayo- ga ka-wruha- na

N
2 3 2 1 5 3 2 1

.235656153261

adat waton puniku dipun ka-dulu

G
3 2 1 6 2 1 6 5]
. 5152 .2321 6 .22215.2316 5
wiwah ing-kang tata kra-ma den ka-eésthi si-yang ra-tri

*
This follows the views of both Bapak Jayamlaya and Bapak
Mlayasuteja.
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Still another Pangkur gancaran evolved, to meet certain needs, that is, as
an accompaniment for a dance (what dance?). This Pangkur gancaran had a
balungan similar to the rujak-rujakan melody in irama 1/2.

N
[3 2 3 7 3 2 7 6
— e __ N __
76 .66723 263 567 2
I o Y ___ X
727 672 .676532 .2
o I
. 225327 . 323276 ]

This Pangkur gancaran balungan is very much enjoyed by young people. 1It is
frequently used in klenéngan-—and not just as dance accompaniment. Because
young people have greater mobility than their elders, this Pangkur balungan
spread quickly. For this reason, the general public has come to regard
this balungan as Ladrang Pangkur, while the original balungan has been

forgotten.

Pelog Pieces in Laras Slendro

There have never been any Solonese gendhing originally in pélog that
were later transposed to slendro. As I mentioned above, there are some
pieces that can be played alternately in pélog and sléndro, but the
original laras of these is unknown.

There are also sléndro gendhing from Yogya that are considered in Solo
to be originally pélog. For example, Rujak Jeruk (slendro) from Yogya is
equivalent to Rujak Senthul (pélog) in Solo; Ladrang Temanten (slendro) in
Yogya is equivalent to Ladrang Serang (pélog) in Solo. However, Yogya and
Solo have different styles of rendering balungan; thus, even though the
basic motifs (motiefé) of these gendhing are the same, there are some
differences, as set out below.

Rujak Jeruk: [ . . .5 .. .3 . ..5 ...

Rujak Sentul: [ .52 . 2523 6535 321



Rujak Jeruk: .
Rujak Sentul: .
Rujak Jeruk: 6
Rujak Sentul: .

Rujak Jeruk: 6

Rujak Sentul: .

Ladrang Temanten:{ 1

Ladrang Serang:[ 7

Ladrang Temanten:

Ladrang Serang:

Ladrang Temanten:

Ladrang Serang:

Ladrang Temanten:

Ladrang Serang:

Ladrang Temanten:

Ladrang Serang:
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N N
Ladrang Temanten: 6 5 6 3 6 5 6 3 6563 6561
N N
Ladrang Serang: 6 56 3 65 6 3 6563 6567
. N G

Ladrang Temanten: 2 3 21 6 5 6 3 6535 6156 1]
N G

Ladrang Serang: 2 3 2 6563 6563 67561

In 1961, I tried playing Ladrang Tirta Kencana, laras pélog pathet
* ’
nem, in slendro sanga for the Ramayana ballet. I have notated the
balungan of the two versions below.

Ladrang Tirta Kencana

N N

pelog nem: [2 1 2 &6 2 1 6 5 2 1 2 6 2 1 6 5

, N N

slendro sanga: [2 1 2 &6 2 1 6 5 2 1 2 6 2 1 6 5

, N G
pelog nem: 1 5 6 1 3 2 1 6 5 4 2 4 5 6 51

B N G
slendro sanga: 1 5 6 1 3 21 6 5 3 2 3 5 6 3 51

ngelik

pelog nem: 56 12 56 12 56 12 16 5 56 12 56 12 56 12 16 5

slendro sanga: 56 12 56 12 56 12 16 5 56 12 56 12 56 12 16 5

, . . . . N G
pelog nem: 1 5 6 1 3 2 1 6 5 4 2 & 5 6 &4 5]

, . . N G
slendro sanga: 1 5 6 1 3 21 6 5 3 2 3 5 3 51

In 1967, 1 tried playing Gendhing Bandhil Ori, pélog barang, in
sléndro, but I was unable to put it into the corresponding pathet (pathet
manyura), and it turned out to be more pleasant in sléndro sanga.

* .
I consider it pelog pathet lima because it uses a low 4.
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Gendhing Bandhil Ori

G
buka: pelog barang: .5 .5.5 3567 .7.7 .6.5 .7.6 .532

sléndro sanga: .5 .5.5 3561 .1.2 .6.5 .1.6 .532

N
pelog barang: [ . 3 5 2 . 3 5 2 5 6 5 3 2 7 6 17
N
slendro sanga: [ . 3 5 2 . 3 5 2 5 6 5 3 2 1 2 1
, N
pelog barang: . 3 . 2 . 7 6 5 . . 5 & 7 2 3 2
N
slendro sanga: . 3 . 2 . 1 6 5 . . -5 6 1 2 3 2
, N
pelog barang: 3 58 . . 5 5 . . 5 5 6 5 3 5 6 7
N
slendro sanga: 5 5 ., . 5 5 . . 5 5 6 5 3 5 6 i
. . . G
pelog barang: . 3 .2 . 7 6 5 .7 . 6 . 5 3 21
. . . . G
slendro sanga: . 3 . 2 . 1 6 5 . . 6 . 5 3 21

When Gendhing Bandhil Ori is transposed to slendro pathet sanga, the result
is very pleasant, whereas transposed to pathet manyura, it clearly is not.
The reasons are as follows.

1. Bandhil Ori has many seleh on pitch 5, which is the dhing
(avoided) tone in pathet manyura; furthermore, there is a
gantungan (repeated tone) on pitch 5. The dhing tone of a pathet
may be found in the balungan of a piece, but it should be
accompanied by tones that soften the effect of the dhing.

2. There should be a seleh tone immediately following (ing saburine)
the dhing tone that can counteract the effect of the dhing tone.

These two conditions are illustrated below.
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1. Tones that soften the effect of the dhing tone are found in the
following gendhing.

a. Gendhing Damar Keli, slendro pathet manyura
. N
5653 2126 3561 6523 ..35 6532 ,126 3532

G
5653 2165 33.6 3561 .... 1123 6532 .126

..

b. Gendhing Lobong, slendro pathet manyura

G
22.. 2321 3265 3356

s oo

2. seleh tones that counteract the effect of the dhing tone are found
in the following gendhing.

a. Gendhing Genes, slendro pathet manyura

. G

buka: 661 6523 .1.1 .2.6 .535 3212

% e

55.. 5523 5653 2126
\ /

(Note: The bracket indicates a "cengkok mati" in pathet
manyura.)

Note. Actually, the themes (motiefé) in Gendhing Bandhil Ori are
rather unclear in slendro sanga, because in pélog barang the seleh tone 7
is gembyang, while in sléndro sanga the seleh tone 1 becomes kempyung.
There is, of course, a great difference in feeling between kempyung and
gembyang. Gembyang has a soft and calm feeling while kempyung has an
energetic feeling. The difference influences the pathet as well. Thus,
changing laras sometimes can be based only on agreeableness, not on themes.

There are many cases where gendhing originally in laras pélog can be
transposed to sléndro--and not only necessarily to the corresponding
pathet--without merely raising or lowering the pitch levels. An example of
this is Gendhing Sinomn, pélog pathet barang, which can be transposed to
sléndro pathet sanga.



Martopangrawit (2) 205

Gendhing Sinom

G
buka: pelog barang .3.3 .2.7 .2.6 .3.2
. G
slendro sanga . 2 .2 .3 .1 .,2.6 .1.2

N

5

barang: [ ..27 .6.5 ..56 7567 ..73 .532 .327 .6.

. - . .. coe e

sanga: [ ..21 6535 ..56 1121 ..13 1232 ..21 6535

R . RS

barang: ..56 .765 ..56 7567 .... 7767 22.7 .6.5

teve e Y

N
sanga: ..56 2165 ..56 1.21 .... 1121 22.1 6535

barang: -2.7 .3.2 .327 .6.5 22.. 2327 .2.3 .53§
sanga: 2.1 .3.2 ..21 ???? 22.. 5321 22.3 123§
G
barang: -327 .6.5 .672 .765 22.. 2327 .2.6 .3.2 ]
sanga: ..21 6535 .612 .165 22.. 5321 .2.6 .3.3 1

e

To transpose a gendhing from pélog to sléndro one must be aware of the
following rules.

1. One must determine if the gendhing has dhing tones in the
prospective pathet.

2. One must examine the seleh or balungan tones, weighing one against
another to determine which become kempyung in a particular pathet,
using the following formula.



206 Martopangrawit (2)

b. 5 2 6 3 pélog bem

c. 2 i |

a. 7 5 6 ]

b. 5 2 6 3 pélog barang
c. 6 3 7

b. 5 2 6 3 sléndro
C. 2 6 3 1

Explanation. If the seleh tones of a pélog gendhing correspond to
those in the lines marked "a," above, then the gendhing will become pathet
sanga when transposed to laras sléndro. If the seléh tones correspond to
those in the lines marked "b," and if there are seleh on pitch 5, but not
on pitch 3, then the pathet will be sanga when the piece is transposed to
sléendro. If there are seléh on pitch 3, but not on pitch 5, then the
pathet will be manyura. Gendhing with seleh tones that correspond to those
in the lines marked "c" will be pathet manyura when transposed to sléndro.

Examples

A gendhing in pélog lima, like the following, with seleh on
pitches 1 and 3, will become pathet manyura when transposed to
slendro.

N N
1. 111 2321 .111 2353

N G
.356 7653 5323 2121

A gendhing in pelog lima, like the following, with seleh on
pitches 1 and 5, will become pathet sanga when transposed to
slendro.

N N
2. 111 5621 .111 5612

N G
..23 5.65 6654 2121
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A gendhing in pélog nem, like the following, with seleh on
pitches 2 and 5, will become pathet sanga when transposed to
sléendro.

N N

3. ..56 1232 .216 5612
N G

.235 .645 6621 3265

Having seleh on pitches 2 and 6, and the repeated tone 3, this
gendhing in pélog nem will become pathet manyura when transposed
to slendro.

N N
4. ..61 3216 3386 3532

N G
5352 5352 5654 2126

A gendhing in pélog barang, like the following, with seleh on
pitches 7 and 5, will become pathet sanga when transposed to
slendro.

N N

5. .555 3235 .555 3567
N G

.723 4327 6765 3235

se e ss e

A gendhing in pélog barang, like the following, with seleh on
pitches 7 and 3, will become pathet manyura when transposed to
slendro.

N N
6. .767 2327 .767 2353

.o LY

N G
.356 7653 5323 2767






APPENDIX I

This appendix concerns bawa, vocal [introductions to gendhing].
Although bawa can stand alone as vocal music, they are also closely
connected with instrumental music--gamelan. Thus, karawitan musicians
should understand them.

I once received a note from Bapak Jayamlaya with the following
*
message.

. *K
Advice from R[aden] M[as] Sahirian

1. The creator of laras madya was K[angjeng] P[angéran] Santakusuma, a
grandson of Paku Buwana V. He took the lyrics from the book [Serat]
Wulang Reh.

2. The creator of bawa and gerong was K{angjeng] Plangeran]
Kusumabrata, and the first singer of bawa was R[aden] M[as]
Hesmubrata, at the royal estate, Langen Harja. The bawa he sang was
[sekar ageng] candra kusuma as an introduction to the gendhing Pangkur
Paripurna, performed in honor of the visit of Kangjeng Gusti [Pangéran
Adipati Aryal Mangku Negara IV. The singer wore the Langen Harjan-
style costume.

3. The creator of santi swaran was Sumaningrat, who offered his
creation to [the patih, or prime minister] Kangjeng [Adipatil
Sasradinigrat ([Patih] Kleca). Melodies from gamelan gendhing were
later added.

According to this note from Bapak Jayamlaya, there were no bawa before
the time of Paku Buwana IX [reigned 1861-1893] and Mangku Negara IV
[reigned 1853-1881)]. Since that time it has become common practice to
precede many gendhing with a bawa--wvhether tembang gedhé, tembang macapat,
or tembang tengahan.

In my opinion, before these tembang [poetic meters] were used as bawa,
only their laras was predetermined--their pathet was as yet undetermined.

*
I still have the original, which is written in Javanese script.

* %
His home was in kampung Patang Puluhan.



210 Martopangrawit (2)

Nowadays, the notation of tembang possessed by most vocalists will include
the specification of pathet, especially when the musical notation is
included. The pathet of a tembang used as a bawa to a particular gendhing
will agree with the pathet of the gendhing. ©On the other hand, tembang
that are not used as bawa are sometimes assigned a pitch level according to
what the writer of the notation arbitrarily considers to be the pathet,
This is shown by the following two versions of tembang megatruh in which
the melody is the same, but the pitch levels of the notation differ.

I. 7 5 6 7 .7 6 7 5 3 5 6 7
Si- gra mi - lir sang gé— thek si - nang-ga ba- jul

. 2 3 5 5 5 5 7_6 5
ka- wan da - sa kang ja - gen - i

. 2 3 5 5 5 5 7 6
ing ngar-sa mi- wah-ing pung-kur,

. 2 2 2 2 2 3 2 7
tan- a -~ pi ing ka - nan ke- ring

. 5 5 3 2 3 5 5 3 2
Sang gé -thek lam- pah- nya a - lon.

I1. 3 1 2 3 . 3 2 3 1 6 1 2 3
Si - gra mi - lir sang gé-thék si - nang-ga ba - jul

. 5 6 1 1 1 1 3

N

1

ka- wan da - sa kang ja - gen - i

. 5 6 1 1 1 1 3 2

. .

ing ngar-sa mi - wah ing pung- kur

. 5 5 5 5 5 6 5 3

tan- a - pi ing ka - nan ke- ring

1 1 6 5 6 1 1 6 5

Sang gé—thék lam- pah- nya a - lon.
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Another example [this time of tembang gedhe], in which the same melody

is notated at different pitch levels, is [tembang gedhé] bremara ngingsep

sari, lampah 11, pedhotan 4-7 [eleven syllables per line, divided four-

seven], laras slendro.

1. 5 6 .5 56 . 61 12 .6 5.3 2.5 6.53
Ga-la u- lat ka-di tha - thit am - ba-rung,
3.1 123 2.6 165 3 12 335 32 .26 1653
kang pa - mu - lu a-lus ma-nis ma - weh kung,
653 56 .2 16 .6 6 1 12 .6 5.3 2.6 165 3
sem ~ ba - da kang de-deg man-da - ra na - kung,
653 56 .2 16 .12 3 35 23 5 3
a - go - reh pan da-dya pantes malat kung.
2. 03 35 .3 35 ., 56 61 .5 3.2 1.3 5,32
Ga-la u- lat ka~di tha - thit am - ba-rung,
2.6 612 1.5 653 2 61 223 21 .1 53 2
kang pa -~ mu - lu a-lus ma-nis ma - weh kung,
532 35 .1 65 .5 5 6 1 5 3.2 .5 653 2
sem - ba - da kang de-deg man-da - ra na - kung,
532 35 .1 65 .61 2 23 135 3 2
a - go - reh pan da-dya pantes malat kung.
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In tembang such as those above, the melody is clearly the most
significant part; pathet is of no conseqguence. But, when used as a bawa,
the pathet of the tembang must agree with that of the gendhing it
introduces. For example, when sekar ageng [tembang gedhé] rara bentrok is
used as a bawa for Gendhing Gambir Sawit, slendro pathet sanga, the tembang
rara bentrok must be pathet sanga and use the proper pitch level for pathet
sanga.

05 5 6 12.6 6 61 6 5

Kang ka-te-man ra- ras ma - ra

ra - ra ben - trok a-nglam-lam- i,

.2 2 2 2165 5616 5.2 532 1

pa-ran tu-ma-meng ti - lam rum

5 612 2.3 1 215 2 2.1 6
ba - ya rum - ing sa - ri- ran - ta

. . 5 661 12 23 5

13 271 1€ 5
su-~ mar-ma ma - du me - nuh - i

dhuh mas mi-rah sang ku- su - ma

|

.2 5 6 61 .5 2 23 2 16 61 12 2

<N

am-bu-ka gan- da-ning se-kar gam- bir sa-wit

—
N
s O\
bt

- o0
e 01
o

El. l
W
—

- ra - ta - ni,



Martopangrawit (2) 213

The lyrics of this version of rara bentrok clearly indicate that the
tembang is to be used as a bawa for Gendhing Gambir Sawit, 1In fact, there
is another rara bentrok song, with a different set of words, which shows
even more clearly that the tembang serves as a bawa for Gambir Sawit.

05 5 6 1 2 .6 6 61 6 5

Te-men-e na kang den an - ti
.5 56l 22 2 23 216 5.1 2.1 6
Gam- bir sa-wit du - rung mu - ni,

.
L
o

3 5.1 1 21 6 5

2 1 2.1 6.3 3 35 3 2

tur i - ku no- ra mbo-sen - i

.2 5 6 61 2 6.2 165 2 .3 532 1

wit ku-na ngan - ti sa - 1 - ki,
6 1 53

na - dyan sa - jam mu- ni ping tri

2 22 123 65 .5 6 53 2

N
N
e

se—rengé durung ngen - dhon - i

et

61 2 2 6 1 1.2

.

tan-dha dhe - men trus- ing

(X

e ON
o 2

When we compare these two versions we can see that, although the melody and
words differ, the notation for both is pathet sanga.
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An interesting
in pelog pathet nem
change; that is, it
But
pitch level so that
and so forth?
so that it has a se

Sri Karongron.

Only

fixed as pitch 5.

Martopangrawit (2)

situation arises, however, when Gambir Sawit is played
(bem) .
is not raised or lowered as is, for example, Ladrang

The gendhing is played as if there were no

why are the tones of the bawa rara béntrok raised one
seleh on pitch 5 {lima) becomes seleh on pitch 6 (nem),
later, in approaching gong, is the bawa melody rerouted
ieh on pitch 5, since the gong tone of the gendhing is
The melody is as below.

06 6 1 23 .1 1 23 121 6
Te-men-é na kang den an - ti
.6 612 3 3 3 .2 2.1 6.2 3.2 1
Gam - bir sa-wit du - rung mu - ni
3 232 165 61 .6 55 .5 654 2
tur i - ku no - ra mbo-sen - i
2 4 5 612 1.6 5 1653 2 1
wit ku-na ngan - ti sa - i - ki
.3 5 1653 2 3 .1 1 1216 5
na~dyan sa -~ jam mu-ni ping tri,
.1 02 2 2 3 5 565 3 2
se-rengé du-rung ngen-dhon - i
L2 22 2 2 6.1 2 5 1 653 2 1
pa—nabuh—é ma - sih u - thi,
.3 5 56 53 2 61 23 1 12 16 5
tan-dha dhe men trus - ing a - ti
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Tembang rara béntrok, above, has the same seleh tone at the words "-ra
mboseni™ as does the pathet sanga version. But, in fact, the version above
uses the manyura/nyamat tuning for the tones 2 4 5 6 i , as a

transition to sanga treatment (garap).

Below I have provided another example to further prove that, when a
pathet sanga melody is transposed to pélog, it is raised one pitch level to
become nyamat. This is the tembang sudira warna, which is used as a bawa
for Gendhing Bondhet, laras slendro pathet sanga.

5 6 1 2 6165 5

Lir sad pa - déng - sun

5 53 23 5,

—

121 6 5

tu-mi- 1ling ma-ngu-lat - i

2 2 123 5.2 5.3 2.1 6

puspi - ta ing - kang

.5 5 532 123 5 123 2.1 6 5

me-dem in-dah kang war - ni

mi-dar ing ta - man

5 53 3 5.1 1 21 6 5
a

-nom se - kar war-si - ki

ku-me - nyut ing tyas

6 12 1 61 21 6 5

ba- ya ta Jja - tu kra~ma
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Gendhing Bondhet, slendro sanga, like Gendhing Gambir Sawit, is sometimes
played in pélog. The contour of the melody does not change and when the
piece uses bawa it is introduced by the same bawa, tembang sudira warna.
In pélog, however, the title of the tembang is changed to tembang sudira

wicitra.

. . ve e

6 1 2 3 1216 6

Lir sad - pa - deng - sun

6 65 35 6.2 2 23 121 6

tu- mi - 1ling ma-ngu-lat - i
3 3 2.3 56 4 6 5.3 2 1
puspi - ta ing - kang

mi-der-ing ta - man

23

a-nom se - kar war-si - ki

[))
Im
3]
w
3]
<))
.
N
[N]
[
N
|—-'
o O

1 12 2 12

I I
N
I I
.
ot

ba- ya ta ja - tu kra- ma

All of tembang sudira wicitra has been raised one pitch level (in other
words, to nyamat or manyura), except at the place of the gong, where it
remains pitch 5 (lima) because the gong tone for Gendhing Bondhet remains
when transposed from sléndro to pélog.
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There are many more cases like these--far too many to be written down.

However, I want to give another example, from a vocal gendhing,

specifically from a santi swara gendhing.
vocal melodies.

entirely by instruments from the irama group.

swara the pathet is specified--though only

Melodies for santi swara are

This means that the melody is a vocal part, accompanied

Even so, in books of santi

pathet nem and barang for pélog

(there are none in lima) and pathet sanga and manyura for sléndro (there

are none in pathet nem).

I have selected the santi swara gendhing,

Gendhing Kudup Turi, laras slendro pathet sanga, for which the bawa is

. *
sekar ageng [tembang gedhe] wegang sulanjari,

[20 syllables per line, divided 8-12].

lampah 20, pedhotan 8-12

1.5 235 661 65 561 2 5653 232 1

Tan~ dya ba - la Pan - dha wa mbyuk
.1 1,1 3 5 56 135 2.3 1 35 3 2

gu-mu~lung ma-ngung-sir

ing Sa-ta Ku-ra - wa

23 56 1.5 3 2,5 321 6.5 61 2

kam - bah kung-kih sru ka-- ti- tih

.5 5 .6 16 52 61 2 .5 6 1 216 5

mi-rut ke - rut la - rut ka-tut pa-ra Ra- tu

.5 5 3 25 5.6 1.6 5.3 2.5 37T 65 612
tu-win sa -~ gung pra di - pa - ti

.5 5 .6 176 52 61 2 .5 61 2.1 6.5 5
mi-rut ka - pa - la - yu sigra prapta - ni - ra

.5 5325 5.6 1.6 5.3 2 .5 3721 6 &I 2
A-swa-ta -~ ma ta - ta nya-1lah

*
I know nothing of the name and I have chosen only the bawa version.
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s On

16 5 .3

pa-gé - né ta

yva

pa- dha

|
|

3.

o
N
w

2

lu ~ ma - yu

This version of tembang wegang sulanjari is also used as a bawa for

Gendhing Bango Maté in san
gong tone.

ti swara.

This gendhing has pitch 5 (lima) as a
Even so, the bawa is clearly pelog manyura or nyamat, which

means it is raised one pitch level from wegang sulanjari in laras slendro.

302 1

[N
INE
[

2 6 3 6 6 6 6 5 ., 3 2

Sri Kresna ka =~ sreg - i ni - rup

.2 2.2 35 6 1 2.6 565 3 56 2 .3 5653

si-nep li-ne-pas-an wa - ras - tra pi - na ~ reg,
3.1 123 2.1 6.5 3 123 3 6 56 23 1.23
ai - ra nga - deg ma - mu- ling - nga
.6 6 .1 216 5.3 12 3 .6 1 2 3.2 1216

nga-we - ri la =~ rut- ing ba-la ra-ta re - bah,
.6 6531 123 2.1 6.5 3 .6 56 23 1.2 3

Bi-ma nge - bag le- pas - & muk -
.6 6 .1 265 12 3 .6 12 32 121 6

ti-ne ba-la re - bah ma~bag gajah ra - ta

.6 65 31 123 2.1 6.5 3 .6 56 23 12 3

bentar tre - nyuh si~-nga na - rug

.6 6 .1 26 53 12 3 .6 1 2 32 16 5

ti-nem-bung- i - ra ring ga-da ka-su ~ la - yah
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These vocal examples should be sufficient to demonstrate that the
counterpart of slendro pathet sanga is pélog manyura or nyamat--that is,
raised one key [tone]. Raising one key [tone] is not ordinarily restricted
Thus,

short, the basic principle is to raise the melody one pitch level.

to pathet nyamat, but can also be pleasing in pélog barang. in
Below,

I have given the barang version [of tembang gedhe wegang sulanjaril.

2 6 356 7 7276 672 3 7276 5 .3 2

3

Sri Kresna ka - sreqg - i ni - rup
.2 272 35 6 7 276 565 3 56 2 .3 5653
si-nep li-ne-pas-an wa - ras - tra pi - na - reg,
3.7 723 2.7 6.5 3 723 3 6 56 23 7.23
d4i - ra nga - degq ma - mu- ling - nga
.6 6 .7 276 53 12 3 .6 7 2 3.3 7376
nga-we - ri la - rut- ing ba-la ra-ta re - bah,
.6 6537 723 2.7 6.5 3 .6 56 23 7.2 3
Bi-ma nge - bag le- pas - a muk -
.6 6 .7 2653 2 3 .6 2 32 27 6
ti-ne ba-la re ~ bah ma-pag gajah ra - ta
.6 65 37 723 2.7 6.5 3 .6 56 23 72 3
bentar tre - nyuh si-nga na - rug
. 6 .7 26 53 7 23 .6 7 2 32 76 5
ti-nem-bung- i - ra ring ga-da ka-su - la - yah
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Now that I have provided the transposition to barang, we must understand
that it is not usually necessary to raise a melody one tone as long as we
use the barang tuning (steming) 1 2 4 56 , which is the same as

23 56 7 . To make this clearer, I will notate the above melody in
such a form.

2.4 1.5 245 6 6165 561 2 5654 242 1

Tan- dya ba- la Pan - dha - wa mbyuk

5 56 158 2.4 1 45 4 2

.
-
-
.
-
>

gu-mu-lung mang-ung-sir ring Sa-ta Ku-ra - wa

tuwin sa - gung pra di - pa - ti,

.5 5 .6 1.6 5.2 61 2 .5 6 1 2.1 6.55

mi-rut ka - pa - la- yu si-gra prapta - ni - ra

.5 5425 5.6 1.6 5.¢ 2.5 ¢21 6 61 2
A-swata - ma ta - ta - nya - lah

.5 5 .6 1.6 52 61 2 616 5 .4 4.5 242
pa—gé - né ta i - ki ywa pa - dha lu - ma - yu

Although it is not necessary to raise the melody one tone to render -it
into barang, vocalists and instrumentalists in the karawitan community are
unwilling to use such a version as the one given above because, when the
resultant melody is used as a bawa, the thinthingan played on the gendér
does not agree with one tone of the vocal part, namely, pitch 4 [since
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there is no pitch 4 on the gender]. Worse yet, this pitch is used more
than once or twice, so if played with the gendér the feeling would be
unpleasant, If the vocal part is sung alone, however, the impression will
be of the embat of barang, or at least the barang tuning. Therefore, it is
preferable just to transpose it directly into barang, or, if it is in pélog
bem, to make it nyamat [i.e., manyural.

Once we have understood all this, a question may arise. If the
[originall melody is in slendro manyura, should [the pélog barang version]
also be raised one tone? This answer is: if one is looking for
consistency, one must raise the melody one tone, tone 6 becoming tone 7,
etc., as in the example below.

[sléndro:] .6 61 2 3 .1 2 176 6
Kang kadi su - da - ma gus - ti

[pélog:]l .7 7 2 3 é .2 3 277 7
Kang kadi su - da - ma gus - ti

But this sort of transposition has never been adopted in karawitan circles,
because pitch 4 is not used in vocal or instrumental performance practice.
Therefore, a means must be sought to avoid raising the melody one pitch
level, as with tembang wegang sulanjari above. But we must keep in mind
that each tuning (stemlmling) has its own particular characteristics.

Thus, for example, the nyamat tuning has a different character from the
barang tuning, even though the melodic motifs (motiefé) may be the same.

For example:

|
|
]

sléndro: .6 61 2 3 .1 2 176 6
nyamat: .6 61 2 3 .1 2 176 6
barang: .6 72 .2 2.2 72 3 23276

In fact, this condition can be considered predetermined by nature--it
is not planned, but built-in. The natural tendency of the fingers in the
playing of rebab also bears out this natural condition. There are only
three possible ways to spread the fingers, as shown in figure 23.
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Figure 23.

Both nyamat and barang utilize fingering (2) above; however, the stopping
of the string (pathetane) is different.

nyamat: .6 61 2 3 .1 2 178
a ab c 4 b ¢ b a
barang: . 6 7 i . é 5 .é 7 é é éé 57
a b b b ab ¢ bc ba

My remarks above on vocal music merely relate what is already
evident~~that is, they are not fabricated. Therefore, in accord with vocal
music, sléndro sanga has pélog nem with manyura treatment as its
counterpart, For, the dhong of sléndro sanga is pitch 5, while the dhong
of pélog nem (bem) is pitch 6--thus, it has been transposed up one pitch
level.

As for slendro pathet nem, the dhong of which is pitch 2, when

transposed to pélog the dhong tone must become pitch 1, thereby involving a
transposition down one pitch level. This would then be called "pathet
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lima," and thus the counterpart of sléndro pathet nem is pélog pathet lima.
Is this not exceptional? The fact is that sléndro pathet nem is
exceptional in another respect--its range (ambitus). For, the range of
pathet sanga and pathet manyura (considered from low to high) is one
gembyang plus one kempyung, whereas that of pathet nem is one kempyung plus
one gembyang. This is illustrated in the diagram below.

pathet sanga: 5 6 1 2 3 5 6 1 2

pathet nem: 5 6 1 2 3 5 6 1 2

pathet manyura: 6 1 2 3 5 6 1 2 3

Note that the tones above and below the indicated ranges [thus, above
é or below 5] are not included in vocal music, but are only utilized as
passing tonés (lintasan). That is why our grandfathers, when confronted
with gendhing with seleh on pitches 2 or 3 (gulu gedhe and dhadha gedhe,
respectively), insisted that such seleh should not be treated vocally.
They reasoned that to sing those tones would be unpleasant because "such
[low] sounds are not natural [for the human voicel” (wis dudu swarané
dhewe) .

So, to be consistent, if pathet manyura were transposed to pélog, the
procedure should be the same as for pathet sanga--that the dhong tone 6 in
manyura be raised to pitch 7 in pélog. However, in view of the fact that a
dhong tone 7 requires a pitch #--which does not exist on gamelan or in
notation--dhong 6 in sléndro pathet manyura is merely transferred directly
as dhong 6 in pélog.






APPENDIX II

This appendix is in the form of notes concerning modulation between
modes.

1. Mode I can only be transposed; it cannot modulate to another mode.
1f a gendhing in this mode modulates to another mode, the [melodic]
patterns (motiefé) will be lost.

2. Modes II, III, and IV can be transposed or can modulate without
obscuring the melodic patterns of the gendhing.

3. The same explanation as for mode I above holds for mode V.






APPENDIX III
CREATING OR COMPOSING GENDHING

I1f I were to count the Javanese gendhing I have composed, including
those for which manuscripts are held in the Research Department of the
Conservatory in Surakarta, those composed for the Ramayana Ballet at Rara
Jonggrang [Candhi Prambanan] and for the Ramayana Festival, and those that
are already widely known, the total probably would be no less than one
hundred.

Here I would like to relate just what resources (pawitan) I drew upon
to compose these gendhing, according to my own personal experience. I want
to document this here so that succeeding generations (anak putu) can make
use of this information if they wish to set about composing gendhing.

1. You must be familiar with the proper performance practice on all of
the instruments [of the gamelanl], so that the gendhing you compose will not
have sections that are awkward to play.

2. If the gendhing you compose is to include a vocal part (gérong),
both the instrumental and the vocal sections must be given equal
consideration, so that neither one is overemphasized. 1In this way, both
elements will go well together.

3. You must understand the direction of the melody (arah nada), for
this is what determines pathet.

4. You must understand which tones can emphasize or de-emphasize the
seleh tones, for if this is not understood, the pathet can be altered
unwittingly.

5. You must understand the function (fungsi) of each of the tones in
each pathet, for these are what serve to determine the pathet.

6. You must understand melodic phrasing (kalimat lagu), for this
serves to determine the form of the gendhing.

7. You must understand the rules of sindhen [solo singingl, for these
are closely related to melodic phrasing.
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8. You must understand the structures of gendhing in order to avoid
any discontinuity in the course of the gendhing.

9. You must understand the features of melody, since these will
determine the character of the gendhing--whether dignified, pitiful, gay,
excited, lively, etc.

10. You must understand the céngkok mati [fixed céngkok] so that in
either pélog or slendro you can avoid an awkward balungan.

11. You must understand lagu mati [fixed melodies] because they serve
to determine the basic irama of the gendhing.

12. You must be able tc change the density of the balungan (lakuning
balungan)~~for instance from balungan mlaku to balungan nibani, or to
balungan ngadhal, and back again--so that the atmosphere of the gendhing
can be manipulated.

13. You must understand the natural embat (embat alam [natural
intervallic structurel]) of each mode or tuning, so as not to cause the
vocalists and the rebab player to play out of tune.

14, You must understand mode and tuning, for this will help the

performers.

15. Finally, you must know how to transpose a gendhing in slendro to
pélog and vice versa. Below is a scheme for doing so.

]
o
[N}
i
S
(&)
[}
|

pathet sanga ® ————————- —

(2]
~3
i
N
w
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Explanation of the Above Scheme

Pathet sanga has its dhong tone on pitch 5. If a gendhing with seleh
on pitches 5 and 1, and a dhong tone on pitch 1, is to be transposed to
pélog, then the resultant mode will be 1 2 4 5 6 , or any pitches with
the contour e e e ¢ ¢ . This is referred to as the barang tuning. The
possibilities of the barang tuning are as follows.,

12 456
23 567
6 7 2 34
56 123

If, however, a gendhing [with seleh on pitches 5 and 1, but] with a
dhong tone on pitch 5, is to be transposed to pélog, the resultant mode
will be 6 123 5 , or any pitches with the contour e LI . .
This tuning is referred to as pélog nyamat. The possibilities of the
nyamat tuning are as follows.

6 123 5
3 567 2
2 456 1
7 23 ¢ 6

If a gendhing in pathet sanga with seleh on pitches 5 and 2 [and a
dhong tone on pitch 5] is transposed to pélog, the resultant mode will be
56 7 2 3 , or any pitches with the contour e e e e o ., This tuning
is referred to as pélog bem. The possibilities of the bem tuning are as
follows.,

567 2
2 3 4 6 7
456 1
123 5

Pelog bem tuning can also be written as 5 6 1 2 3, or any pitches with
the contour e e e ¢ ¢ | The possibilities of this tuning are as

follows.
56 123
23 56 7
12 4 56

23 ¢
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If, however, a gendhing [with seleh on pitches 5 and 2, but] with a
dhong tone on pitch 2, is transposed to pélog, then the resultant mode will
be 23 5 6 7 , or any pitches with the contour e e e o o . This
tuning is referred to as pélog barang tuning (see the barang tuning,
above).

f 456 ~-12 ]

pathet nem ////’

slendro ()\\\\\

m—
(8]
w
LY

1
()]
~

pathet manyura ® -- -— S,

3I-567-~-2 |

As for the two diagrams above [concerning transposition from slendro
pathet nem and slendro pathet manyura to pélog], it shall suffice to refer
[analogously] to the preceding diagram for pathet sanga.



APPENDIX IV
MINOR

The "minor"™ [from the Dutch, minuur] has been used in karawitan
circles for some time, though it is difficult to know just for how long.
The term clearly derives from the terminology of Western music. Javanese
musicians do not understand its original meaning, but the term is used for,
or taken to mean, a deviating (miring) tone or laras. Since laras slendro
is considered to have a "straight" (jejeg), or regular, sequence of
intervals [i.e., more or less equall, sléndro is thus the only laras that
can have miring tones.

There are three kinds of minor in slendro.

dhong dheng dhung dhang dhing

,
regular slendro: . * ) . )
. s/ 7/ ~/
minor no, 1: . . . [ .
[} e u a i

In minor number 1, the tones dheng, dhang, and dhing are altered by
deviating downward. But in this variety of minor, the dhong (tonic) tone
itself changes. What was previously dhung now becomes dhong; if this
contour is transposed to pélog, the result will be:

A sequence of intervals (sruti) such as this is very close to what is
called "degung" in Sunda [West Javal.

dhong dheng dhung dhang dhing
regular slendro: . . . . .
/ /

minor no. 2: ] D . . .
[} e u a i
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In minor number 2, the tones dhéng and dhang are altered by deviating
downward, but the dhong (toonica) is not altered. If this contour is
transposed to pélog, the result will be:

L] L] . L ] . °
S— S— N

.

o e u a i o
A sequence of intervals such as this is approximately the same as what is
called "penangis" in Sunda. (I am not positive about this matter; I have

merely borrowed this term to differentiate the two types.)

dhong dhéng dhung dhang dhing

regular slendro: . ° //o . //.
minor no. 3: . . ° . .
o} e u a i

In minor number 3, the tones dhung and dhing are altered by deviating
downward, while the dhong (tonic) does not change. However, a sequence of
intervals such as this is not found in pélog, and therefore is
untransposable to pélog. If a transposition to pélog is forced, the result
will be [a kind of] dequng that can only be realized on the rebab or in
singing. In that case, the embat in laras pélog will be the same as that
for 3 2 1 , but pitch 2 (gulu) will be the same pitch 2 used in 3 2 7 ,
that is, slightly higher than the pitch 2 that goes to pitch 1 in pélog.
This sequence of intervals is approximately similar to the tuning known in
Sunda as "madenda." 1In Central Java in general, and in Solo in particular,
this form of minor (madenda) is never used in instrumental music. I am
acquainted with its usage in the following vocal music.

1. It is used in the melody for the tembang macapat asmarandana.

2. It is used in the melody for a lullaby and for the children's song,
Brambang Bawang.
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These three melodies are provided below,

tembang asmarandana {(dhong 6)

0 6 1 2 3 3 3 3 3

A- ja tu- ru so- ré ka- ki,

.3 61 ® 1 6 3 3
a - na De-wa nganglang Ja-gad,

. 2 1 2 3 1 6 1
nyang-king bokor kenca- na- ne,

.1 2 3 3 3 3 3 3
i - si-ne do-nga te-tu-lak

1 1 11 1 6 6
san-dhang ka-la~ wan pa-ngan,

. 6 11 1 1 1 2 1

ya i- ku ba—gé- yan-i- pun,

. 6 6 6 6 1 21 6
wong me-lek sa-bar na-ri- ma

The melody for the lullaby

o [ 1 1 T 3 % 1 % 1 1
La - 1lé - 1la l1é - la  1é - dhung,
. T3 3 3 b3 1 6 T 1 6
a- ngem- ban a - nak- ku kun - cung,
. T“‘§ 6 1 1 T 3 % I X 1 1
O~ ra tu - ru nja - luk a - pa,
. T3 03 3 2 1 6 Pt 6

nja-luk i - wak ka - ro se - ga
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The melody for Brambang Bawang

0 0 6 1 1 2 3 2 1 2 1 1
Kang ka-kang nggu - yang ja - ran,

. 3 3 3 2 2 1 1 6 6 2 1 6

ngri-ku wa- u won-ten po- pok be- ruk ke- 1i,

. . 6 1 1 2 2 6 2 1 1
po~- pok~ e 1lu- rik glondhong - an,

. . 3 3 2 1 6 2 1
be- ruk-é kir- u- Kir - an.

L

[The translation of the lyrics to tembang asmarandana is as follows.]
Don't sleep in the evening, son.
There is a god wandering about the world
carrying a golden bowl
that contains prayers to prevent evil,
food and clothing.
Those are the gifts for

those who stay awake, patient and receptive.

[The translation of the lyrics for the lullaby is as follows.]

Lalela léla léedhung,
Carrying my child with his shaven head,
Who refuses to sleep but asks for something,

He asks for meat with rice.

[The translation of the lyrics for Brambang Bawang is as follows.]

Brother, older brother bathes the horse,
Just now a long cloth and a coconut shell were washed away.
The cloth was striped,

The coconut shell carved.
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I stated above that minor number 3 (madenda) is never used in Central

Javanese instrumental music, while both minor number 1 (degung) and minor

number 1 (penangis) are used. However, the latter are mixed together
become one tuning. As an example of this, please note Ada-ada hasta
kuswala, sléndro pathet sanga, below.

5 5 5 5 5 5 5
Men~thang gen—dhé— wa di—bya,

. . . . .« . .

5 §1 1 1 1 1 323 1

bin-ta - la ri- nuk-mi ga - dhing,

& 5 5 5 5 5 35
ka- ya ka- yu ke- mu- ning,

3 3 3 3 3 3 3 35 . 21
prap—téng ja- ja su- ra ra - ra,

If this notation were written in pélog bem it would appear as below.
5 5 5 5 5 5 5
Men-thang gen-dhe- wa di-bya,

5 61 1 1 1 1 23 1
bin-ta - la ri- nuk-mi ga - dhing,

6 5 5 5 5 5 4 5
ka- ya ka- yu ke- mu- ning,

4 4 4 4 4 4 4 45,321
prap-teng ja- ja su- ra ra - ra,

If this notation is used, the pathet is clearly lima. The tones used

S

o u oW

M, " O w
N

to

are:
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When unified, they become:

Thus, if a theory of pathet lima cannot be derived from a study of
performance practice (garap), it may very well derive from a combination of
the sléndro minor tunings, degung and penangis. If this is the case, then
it is not surprising that differences of opinion would arise concerning the
dhong (tonic) tone in pathet lima. There are those who hold that the dhong
tone is 1 (panunggul), and others who maintain that it is 5 (lima).

In addition to the minor sequences of intervals mentioned above, there
is yet another called tlutur. This is a form of the degung minor sequence
but with continuous modulation. That is, the placement of the dhong tone
(tonic) is variable; this also implies that the minor (miring) notes will
differ according [to the placement of the dhong tonel]. An example is
Sendhon Tlutur, slendro pathet sanga, below.

1. 5 .1 1 1 1 1 1 1 1 1 6 6
¢} Su-rem su-rem di—wang—ka—ra/\king - kin
a b

. 6 6 6 6 6 6 % 3
lir ma-ngus- wa kang la -~ yon, ,
b

|
|

PR
&
o
=]
(3}

o1 1 1 11 1 1 1 2 3 1

,

ka- di i-lang ing-kang me - ma- nis - e,

C

3 5.5 5 5 5 5 & 5.3 2 1 2 3

wa - da- na~i- ra lan - du ku-mel ku - cem

c

* .
Compare this with the theories of pathet in pelog, above.
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L1 11 118 5 3—5
rah- nya ma - ra-ta - ni- a/[umpak]
c

Explanation

1]
"
L]
[ ]
L]
]
[}

dhong 1 (panunggul)

/S S /
L J [ ] [ ] [ ]
1 2 3 5 6
b = . . . s = dhong 6 (nem)
S / s
[ ] * L J L ] L]
1 2 3 5 6
c = a

The umpak is sléendro pathet sanga [that is, with no miring tones].
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APPENDIX V
BARANG MIRING

Sometimes minor is also called "laras barang miring" in Central Java.
This name raises several questions.

1. Wwhat is "barang miring"?

2. 1Is it pitch barang [pitch 1 sléndro] that is considered “miring"

[deviating]?

3. 1Is there an object (barang) that is miring [deviatingl?

These questions have never received a firm and satisfying answer, but
the designation of "barang miring" for "minor" is used continually.

Children, here is an explanation of why minor is called "barang
miring."”™ "Barang" means the barang tuning (or fingering) and "miring"
means "not yet clear" (not yet fixed). The meaning of "miring" is
demonstrated by the following.

Father: Son, I asked you to ask your uncle whether or not he is

going. What did he say?
Son: He said, if he can borrow a vehicle, he will go--otherwvise,

he won't.
Father: Well, in that case it is still "miring" [unclear].

In the example above, it is clear that "miring®™ means "not yet clear/not
yet definite.” This is also the case with "baranrg miring,” that is, "a
barang that is not yet clear/a barang tuning system that is not yet

definite.”
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Which barang tuning system is not yet clear? My explanation is as
follows., Central Javanese minor must use the barang tuning, or fingering:

N
w
e O,
(o]
~

5 6 1 2 3
AN a b \_¢

3 % 6 7 2
P VCICY
A\_a NP\ T

6 7 2 3 %

In the gamelan sekaten repertory there is a gendhing Ladrang Barang Miring.
This gendhing is always the first played in pathet barang. The notation
for this gendhing is as follows.

N N
[ 6765 7653 6 535 6532
N G

5323 5356 3565 35671
G
[to]l ngelik: 32365

ngelik

N N
[ 365686 5653 5656 3532
N G

5323 5356 3565 32351
G

35671
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According to the notation, this gendhing is, in fact, wholly in laras/
pathet barang, and wholly in the barang tuning (steming) as well, since the
finger positions do not change.

2 3 5 6 7
a a b c

However, you must understand that when the embat and the frequencies
of the pitches on the gamelan sekaten are compared to those of other
gamelan, the intervals of the sekaten gamelan fall somewhere in the

: 8
middle.

gamelan sekaten tuning
1 2 3 4 5 6 7

ordinary gamelan tuning [al ordinary gamelan tuning [b]
1 2 3 4 5 6 7 1 2 3 4 5 6 7

ordinary gamelan tuning {cl
1 2 3 4 5 6 7

Thus, if Ladrang Barang Miring were transposed according to its embat [on
the sekaten instruments] onto an ordinary pélog gamelan, the notation would
appear as follows.

N

2 3 21 3 2 1 6
N

2 1 6 1 2 1 6 5
N

1 6 5 6 1 6 1 2
G

1 2 1 6 1 2 3

Even when notated this way, the tuning (steming [i.e., rebab fingeringl)
will still be the barang tuning; the result will be the barang tuning in a
bem embat. It is from this that barang miring got its name, for it refers
to a "barang (tuning) that is not yet clear."

THE END
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Marsudiya kawruh jroning gendhing,
taberiya ngrasakké irama,

pangolahé lan garapé,

ngrasakna wosing lagu

witing pathet saka ing ngendi,

ing kono golékana,

surasaning lagu

rarasen nganti kajiwa,

karya padhang narawang nora mblerengi,
tatas nembus Bawana.

[Strive to understand the wisdom contained in gendhing,
be diligent in feeling its irama,

its development and treatment;

feel the essence of the lagu,

know where lies the origin of pathet,

seek there

the meaning of lagu,

feel it until your soul

is made clear, bright, and your view unclouded--

a clarity that penetrates the universe.]

Surakarta, 1 August 1970,
28 Jumadilawal 1902
Martopangrawit



NOTES

The "second military action" (clas II 'second clash', in the
author's Javanese, and often referred to in history books as the
second "police action"), refers to the military attack launched on
the new Republic of Indonesia by Dutch forces on December 18, 1948,
in abrogation of the Renville truce of January of that year. (See
Kahin 1952:332ff.; Dahm 1971:139ff,; Ricklefs 1981:213-14, 218-19.)

The Serat Centhini is described by Pigeaud (1967[1]1:228) as a
"wandering students' romance." He goes on to say:

A very elaborate text was composed in the first decades of the
nineteenth century in Surakarta by the court-scholars
Yasadipura 1I and Rangga Sutrasna, under the auspices of the
Crown Prince, later King Paku Buwana V. . . . Information of
all kinds on things Javanese, topography, art, music, magic,
divination, and erotics, but also religious speculation and
mysticism, was collected by order of the Royal patron to be
incorporated in the book. (Pigeaud 1967[11:229)

The complete Centhini consists of twelve manuscript volumes and
contains 772 cantos (Soebardi 1971:331)., The first four of these
volumes are in fact a separate romance, the Serat Caboclang, that
according to Pigeaud (1967{11:228) became attached to the Serat
Centhini some time in the nineteenth century.

Volumes V through IX [were] copied down in gold ink during the
reign of Paku Buwana VII (1830-1858) and provided with a new
introductory canto [dated] 1846. . . . [These five volumes]
were then divided into eight volumes . . . and presented as a
gift from the court of Surakarta to the Leiden University
Library. (Soebardi 1971:331n)

This is the source of the published version in romanization,
published in Batavia in 1912 (Serat Tjentini 1912).

Based upon the detailed index and description of contents of
several manuscript versions of the complete Centhini compiled by
Pigeaud (1933), we can infer that the excerpts cited here by
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Martopangrawit, from his brother Jayamlaya's notes, are taken from
volume 2 (hence, from the as yet unpublished Serat Cabolang), canto
112, in the mijil meter.

See note 2, above, as regards authorship and dating of Serat
Centhini.

The list of gendhing in the quoted excerpt from the Centhini would
seem to require Gendhing Sunggeng here, not Gendhing Lungkeh.

The list of gendhing in the Centhini excerpt includes Gendhing
"Semiring," and not "Sumirang." The following comment in the
"Notes" column, however, refers to gendhing "Semiring,” so
"Sumirang" is probably a typographical error.

On the genesis and development of wayang madya, see also Pigeaud
1967{1}:247~-50, and Drewes 1974:199-215.

This excerpt appears in Serat Tjentini (1912[8]:202), as canto 276,
verse 25, The fifth line reads, "tibaning nem deming kendang,® but
Jayamlaya's reading, ". . . beming kendhang," wéuld seem éo make
better musical sense.

In the drawing that appears in the original at this point, the
individual tunings are not clearly marked, so the translator has
taken the liberty of labeling each one. The translator understands
the author's meaning to be that the tuning (or embat--since we are
not speaking here of absolute pitch) of the gamelan sekaten
ensemble does not correspond to the embat of most ordinary gamelan
(gamelan umum), but lies about a fifth higher in terms of embat.
The absolute pitch of the four gamelan sekaten in Yogya and Solo
would seem to be somewhat lower than the pitch of the average
gamelan (see Wasisto Suryodiningrat et al. 1969: table 6). Three
possible "ordinary gamelan" tunings are provided in the diagram;
the translator has marked these "a," "b," and “"c¢." 1In the
transposed notation of Ladrang Barang Miring below the diagram, the
author refers to a transposition to tuning "b."

The first syllable of each line in this verse together make up an
acrostic that reads "Martapanglnglrawit ing Surakarta”
('Martopangrawit of Surakarta'). The practice of hiding the
author's identity and other pertinent information about the writing
of the text is very common in Javanese traditional literature; the
practice is known as "sandi asma" ('concealed name'). For another
translation of this verse, see Lindsay 1979:39-40.



INNER MELODY IN JAVANESE GAMELAN

Sumarsam

Middletown, Connecticut

Wesleyan University

1975



To

Maeny

in appreciation of our

married life together

and our collaboration
in the arts

and to

Tistha
and
Dwi



Chapter I.

Chapter 11.

Chapter III.

Conclusion

Saron Melody, Balungan, and Nuclear Theme

The Range and Motion of Gamelan Melody and
How It Is Played on the Instruments

Form and Melodic Phrases in Gendhing

.

CONTENTS

.

257
291
303






CHAPTER 1
SARON MELODY, BALUNGAN, AND NUCLEAR THEME

Theorists have long assumed that the melody in Javanese gamelan is
contained in the saron melody.l This melody was first described by
foreign analysts of gamelan as the nuclear theme or "cantus firmus" of the
gendhing, or gamelan composition (Kunst 13973[1}:1267, 247). Mantle Hood, in
The Nuclear Theme as a Determinant of Patet in Javanese Music, accepted
this idea. According to Hood, the nuclear theme, or principal melody, was
the core of a gamelan composition. This core was used as a basis for
elaboration by instruments such as rebab, gendér, gambang, bonang, and
celempung (Hood 1954:3). He noted, ". . . the nuclear theme and the
instruments entrusted with this principal melody were the most important
elements of the gamelan--elements which could provide a clue to the order
and logic of Javanese musical expression” (1954:17). Hood and Susilo later
used another term {("fixed melody") persistently, although it is similar in
meaning to "nuclear theme." "The fixed melody, within the framework of
musical form, mode, and tuning system, provides the melodic basis for
orchestral improvisation” (Hood and Susilo 1$64:15).

The terms "nuclear theme," "cantus firmus," "principal melody," and
"fixed melody"” represent Kunst's and Hood's interpretations of the Javanese
terms "balunganing gendhing," or "balungan" (Kunst 1973[1]:167, 247; Hood
1954:9). But, in his recent work, Hood refers to balungan as an
abstraction of the saron melody (fixed melody) which is played by bonang
panembung or slenthem (1973:17).2

Similar concepts of melody in Javanese gamelan have also been proposed
by Javanese theorists. Ki Sindoesawarno groups the gamelan instruments
according to two functions: (1) the instruments that carry the melody; and

1. The saron melody is the melody played by the saron barung, demung,
and slenthem.

2. This practice is commonly followed in Yogyanese gamelan style.
Hood (1971:238) has questioned the validity of Kunst's term, "cantus
firmus," as a description of saron melody.
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(2) the instruments that carry the irama.3 The first group is subdivided
into the instruments that carry the melody of the balungan and the
instruments that f£il1l in the balungan with kembangan or ornamentation
(Sindoesawarno 1955:2). Although Sindoesawarno did not state clearly
whether balungan is equivalent to the saron melody, the concept of balungan
being ornamented by other instruments is similar to the concept of a
nuclear theme being elaborated by elaborating instruments. R. L. {Raden
Lurah] Martopangrawit has written that "saron barung, demung, and slenthem
perform the pattern of the melody called balungan" (1972[{1al:1l1). However,
in an interview during the summer of 1974, he told me that the members of
the saron group perform balungan within the melodic range of an individual
instrument. In other words, balungan is not equivalent to the saron
melody. We will return to this point in the next chapter.

Actually, the concept of melody in Javanese gamelan encompasses the
relationships between the musicians' conception of the melodic motion of
the gendhing and the melodic patterns of each of the instruments. From
these two elements, we will find the melody as conceived by the musicians
themselves., This is indeed an involved problem, for we cannot easily
determine what musicians feel is the melody of a gendhing, since there are
different limitations in the melodic ranges of the gamelan instruments (see
figures 1 and 2). We must analyze the effect of these limitations, the
performance techniques of individual instruments, and the melodic ideas of
the musicians in order to understand more fully the role of melody in the
gamelan. The influence of these factors in the definition of gamelan
melody has not yet been studied in depth. It is precisely because of
theorists' failure to take into account the above factors that in
attempting to define balungan they have equated it with the saron melody.
In some cases, the melody of the saron moves in the opposite direction from
the melody of the other instruments, as in figure 3.

3. Irama refers to the stretching or compressing of tempo and the
length of the melodic phrases. There are five irama: lancar, tanggung,
dadi, wilet, and rangkep.



Figure 1. Range and Pitch Level of Instruments and Vocalists in Slendro

Tuning
Octaves I II I1I v v VI ?Ii
Tones 561235612356 % 2356 % 235612356 i %
Rebab Oooozaooooz)ooo
Gendér barung oooooo!)oooolooo
Gendér panerus oclaoooo!)ooooooo
Gambang oooooo‘oooootlaoooooooo
Celempung Loooolooooo!)oo
Bonang barung 'ooooo%)oooooo
Bonang panerus ooooo!:ooooob
Suling [eNeNeNe] L [eR el N} l cooo
Slenthem 000000
Demung o!)ooooo
Saron barung 000000
Saron panerus o(ljooooo
Kethuk kempyang o o}
Engkuk kemong [} L
Kenong oooo<l3
Kempul ®e00O0e
Gong suwukan » O
Gong ageng oo
Pesindhén 000000000000
Penggérong 000000000000
Note: = tones of the instruments and vocalists.

= rebab tuning.
= tones which might be absent from the instruments.



Figure 2. Range and Pitch Level of Instruments and Vocalists in Pelog
Tuning
Octaves [T ] I T ™ [ v 'owv ]
Tones '567'L234567:L234567§|.2345 §.234567123456‘7
Rebab :)Ooo()Oolooooo IToooo
Gendér barung bem L] rI) oo oo !) co o o000
Gendér barung barang e0 |00 ©O0O0OO[ OO0 O oo
Gend&r panerus bem e 00O O 00 oo oo
Gend&r panerus barang eo| oo o oo ooof| oo
Gambang bem ® 000 0O 500 O o0 oo oo
Gambang barang eo0] oo ooojoo o oo ooo| oo
Celempung bem oo o00C}|jOO O oo
Celempung barang otoo 00 00O O 00O
Bonang barung r':oooo tlaoooooo
Bonang panerus (lfooooooooooooo
Suling co o ocoo ooo<l>ooooo
Slenthem 0oo00o0O0O
Demung 00000
Saron barung 5000000
Saron panerus 000000
Kethuk kempyang o o
Kenong [eXNeleRNe]
Kempul co0ocoo
Gong suwukan ®e0
Gong ageng oe
Pesindh&n 0000000000 cooo
Penggérong ooooooiaoooooo%)oooo
Note: o = tones of the instruments and vocalists.
0 = rebab tuning (pathet lima 1-5, pathet nem and karang 2-6).
o = tones which might be absent from the instruments.



Figure 3. Excerpt from Lancaran Tropong Bang, laras pélog nem

Saron 1 2 1 6 1 2 1 6 5 6 1 2 1 3 4 5

Rebab B I 2 . 312 1 3 12 . 2

f
ol
-
o
il
|
-
-
I~
N
@
o
™
[®
-
X
o
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Gender 17615121 65 73515 616 12 .1.1
barung
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o
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w
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.61 .17371 27161 .5 T656 . . 561

o
&
&y
-
—
N
w
o
e
~
=
s
e
N
ol
o
X
=
N
w
s
ol
v
o
w
”
0
w
o

Bomang 3 53 21 ,1 g1.. 1. 121.. 21.1 61.. 61. 565.. 65.1 21.. 21. 1622. .61. 454.. 54
barung 6 § 6 ¢ 3603 63 6 6 434

Melodic
contour
of the
saron

Generalized
melodic
contour

of the

rebab, gendr,
and bonang

Note: In present-day Java, cipher notation is commonly used as a teaching device and for
analyses. In sléndro the arrangement of tones is notated as follows: barang="1",
gulu="2", dhadha="3", lima="5", nem="6". In pelog: penunggul="l", gulu="2",
dhadha="3", pelog="4", lima="5", nem="6",barang="7". A dot in the place of a
number indicates a rest. A dot above a number indicates the upper octave; below a
number, the lower octave. A dash above a number, or numbers, indicates a
fractional duration of the notes. In the gendér notation, tones above the line
indicate tones played by the right hand; tones below the line indicate tones
played by the left hand.
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[The following table (figure 4) is a comparative analysis of the saron
part in the excerpt from Lancaran Tropong Bang ( 1216 1216 5612 1645 ; see
figure 3) and the underlying idea of melodic motion in the rebab, gender,
and bonang parts of the same piece ( 1216 1216 5612 1645 -~ or,
alternatively, for the last four notes, 5165 ; éée bréién line in
figure 3). It is the author's contention %ﬂat the melodic motion,

1216 1216 5612 1645 (or, 1216 1216 5612 3165 ), represents what Javanese
musiciané éétualii.feel as tﬁe baiuﬁéan.] o



Figure 4. Analysis of Saron, Rebab, Gender and Bonang Parts in an Excerpt
from Lancaran Tropong Bang (see figure 3)

Melodic Motion in the Rebab,

Saron Part Gender, and Bonang Parts
1-2 ascending conjunct motion 1-2 ascending conjunct motion
2-1 descending conjunct motion 2-1 descending conjunct motion
1-6 ascending disjunct motion 1-6 descending conjunct motion
6-1 descending disjunct motion 6-1 ascending conjunct motion
1-2 ascending conjunct motion 1~2 ascending conjunct motion
2-1 descending conjunct motion 2~1 descending conjunct motion
1-6 ascending disjunct motion 1-6 descending conjunct motion
6-5 descending conjunct motion 6~5 descending conjunct motion
5-6 ascending conjunct motion 5-6 ascending conjunct motion
6-1 descending disjunct motion 6~1 ascending conjunct motion

1-2 ascending conjunct motion -2 ascending conjunct motion

2-1 descending conjunct motion descending conjunct motion

1
(or 2-3 ascending conijunct motion)
6

1-6 ascending disjunct motion 1-6 descending conjunct motion
(or 3-1 descending conjunct motion)
6-4 descending conjunct motion 6-4 descending conjunct motion

(or 1-6 descending conjunct motion)

4-5 ascending conjunct motion 4-5 ascending conjunct motion
6~5 descending conjunct motion

Note: The underlined portions indicate differences in the melodic motion.



256 Sumarsam

Becker has pointed out that, when a melodic contour such as 1 2 1 6 is
played on the one-octave saron, the contour of the balungan is altered )
(Becker, J., 1980:83). During the summer of 1974, the subject of melody in
Javanese gamelan arose in conversation with my colleagues and students at
the Akademi Seni Karawitan Indonesia (ASKI) in Surakarta, Java. We agreed
that balungan can be defined as the framework and melodic motion of a
gendhing that is felt by musicians but not necessarily played on the saron.
Because the saron is limited to only six or seven pitches, and because the
range of the melodic motion of the gendhing is often wider than this, the
saron cannot always follow the whole melodic contour of a gendhing. In a
previous article, written in collaboration with Vincent McDermott, I
speculated as to why saron with two or three more keys, to accommodate many
of the standard melodic patterns, have not been built.

. . . we are not sure we have a thoroughly convincing answer but,
though we have not polled them, it may be a general rule that
Javanese musicians hear the downward pattern anyway, even in the
saron, feeling it pass conjunctly from higher to lower saron, in
other words that the line may be heard as passing stepwise from
one instrument to another, ultimately to be swallowed by the gong
ageng. It is true that sung melodies tend to start high and
descend to a cadence and that the low sound of the gong is the
protean element of central Javanese music, the beginning and end
of pieces, the single most important sound out of which all other
sounds are said to arise and to which they all descend in return.
In any case, and without the metaphors, it seems that if a
passage can be heard as conjunct it will be heard that way
regardless of instrumental limitations and if it can be played
conjunctly it will be done so. (McDermott and Sumarsam 1975:237)

We should keep in mind that we are not discounting or disallowing other
sorts of jumps or disjunctions in the melodic line. There are such jumps,
but they differ in character from the jumps executed by the saron melody.

It has been pointed out that balungan is not the same as the nuclear
theme of a gendhing or the saron melody. There are indications that
musicians have an intuitive understanding of the gendhing melody deeper
than balungan. We will discuss this deeper melody in the next chapter.



CHAPTER 11

THE RANGE AND MOTION OF GAMELAN MELODY
AND HOW IT IS PLAYED ON THE INSTRUMENTS

It has been mentioned above that, based solely on what each individual
instrument plays, it is difficult to determine what musicians feel is the
melody of a gendhing. By examining how the musicians play the melody as
they interact with each other, we will attempt to determine how it is
conceived in their minds. The position taken here is that the musicians’
conception of melody is the true and only essence of melody in Javanese
gamelan music. Therefore, we have to analyze the playing of each
instrument in the context of its melodic motion, melodic range, playing
technique, and its position in the ensemble.

Rebab

Let us begin with the rebab, the instrument considered to be the
leader of the ensemble. It is a two-stringed bowed lute which sounds
bright, light, and clear. The melodic range of the rebab in sléndro tuning
is two octaves and two tones, and in pelog tuning, two octaves and three
tones. The range of the rebab constitutes the limits of melodic motion in
a gendhing. Although all gendhing do not have the same melodic ranges,
melodic movement in all gendhing is limited to the range of the rebab and
gambang. These two instruments have the widest ranges in the gamelan.

Western musicologists have called the rebab the leader of the gamelan
{(Hood 1970:151; Kunst 1973[1}:223). Javanese musicians and theorists
describe the function of the rebab as pamurba lagu, which means "that which
has authority over melody" (Martopangrawit 1972[lal:10). 1In performance
the rebab plays senggréngan, a short melody which indicates the tuning
system (laras) and pathet of the following gendhing, and then an
introduction (buka) that determines which gendhing the musicians are going
to play.4 However, I am not sure that the playing of senggréngan and buka

4. Gendhing with a buka played by the rebab are sometimes called
*gendhing rebab." However, not all gendhing are gendhing rebab. There are
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by the rebab are the only reasons why the rebab is pamurba lagu.5 A more
substantial explanation for considering the rebab the melodic leader may be
that throughout the gendhing the rebab gives direction to the melodic
motion. Fregquently, the rebab anticipates the notes that will appear in
the following line (see figure 5).

But, not only the rebab's function of anticipating the melody suggests
its role as melodic leader. The voicelike sound of the rebab, as opposed
to the percussive sound of other instruments, makes it more suitable for
guiding the melodic motion of the gendhing. It should be pointed out that
"yvocal characteristic” does not necessarily mean the kind of sound produced
by a singer. Here we mean a continuous or smoothly flowing quality of
sound such as the rebab melody, which underlies the feeling of the melodic
motion of the gendhing.

Despite the importance of the rebab, how much does the rebab as
pamurba lagu affect the other musicians? How much do other musicians
listen to the rebab in the course of playing a gendhing? Sometimes the
rebab cannot be heard clearly, as, for example, in gamelan accompaniment to
dance. Usually this occurs because the sounds of soft instruments such as
rebab, gendér, gambang, and celempung are drowned out by the loud, exciting
sounds of the dance drumming and interlocking bonang melodies.6 In
bedhaya or serimpi dance accompaniment, the rebab sound is sometimes
covered by the sound of the large, mixed chorus, Furthermore, the rebab
can be absent from the ensemble without making it difficult for other
musicians to play their instruments. 1In gendhing bonang and jineman the
rebab is never played. In some small ensembles, such as cokekan and

also gendhing that have buka from the gender, bonang barung, kendhang, or
gambang. When musicians use the terms "gendhing rebab," gendhing gender,"
or "gendhing bonang," they refer to gendhing forms longer than ketuk 2
kerep (a gendhing form determined by the length of the gongan phrases).
Ladrang, ketawang, lancaran, ayak-ayakan, srepegan, and sampak are never
classified as gendhing rebab, gender, or bonang.

5. R. L. [Raden Lurah] Martopangrawit adds one more elementary task
to the rebab, that of giving the signal to others to move into the ngelik
section (1972[1aj:13). Ngelik is the section of a gendhing that begins in
the high register,

6. Sometimes we get the impression from rebab, gender, or gambang
players that, when accompanying dance, they do not pay too much attention
to their playing, as if to say, "Nobody is going to listen anyway."



Figure 5., Excerpt from Ladrang Wilujeng, laras slendro pathet manyura

balungan: 2 1 2 3 2 1 2 6
rebab: 23 1,223 31212 1.621 23.
—_—0 D ————— _—
> S —— —
3 3 . . 6 5 3 2
.3 56.6 .6 6.1 .3 1.2232 35
E— ——— s —
—_—

3566 165 56 62 1 .621 6
—_— —> —_— — >
> —

2 1 2

w
[
[
~
R

23 1.223 56616123 121 6
—

>\ /

Note: Arrows indicate how the rebab directs the melodic motion of the gendhing by
anticipating the tone or tones which will be approached. This rebab direction is
the direction for the melody of the rebab and for the other instruments or vocalist
as well. The bracketed portion where the rebab directs the other instruments and

the pesindhen (female soloist) to the high register. Arrows indicate the

following:
—> = immediate anticipation
> = early anticipation
—>——>-——> = continuous anticipation
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siteran, the rebab is not present. It is often absent from the village
gamelan as well.7

All this leads to the conclusion that the rebab does not necessarily
lead the melodic motion of the ensemble. Who, then, does direct the
melodic motion of the gendhing? Why is the rebab called "pamurba lagu” if
it can be absent or cannot at times be heard in the ensemble? 1In an
attempt to answer the first question, let us briefly look at other
instruments or vocal parts to see if in any way they might be responsible
for guiding the melodic motion of gendhing.

A vocal part could assume leadership because of the similarity between
vocal melody and that of the rebab. However, the pesindhén (solo female
singer) does not sing continuously. She usually sings towards the end of
the melodic phrase (sindhenan baku), or sometimes near the beginning of the
melodic phrase (sindhénan isen-isen), as exemplified in figure 6.8

Figure 6.
N N
21 2 3 21 2 6 3 3 . . 6 5 3 2
\ / \ / N\ / N\ /
sindhenan sindhenan sindhenan sindhenan
isen-isen baku isen-isen baku

(optional) (obligatory) ({(optional) (obligatory)

7. One might assume that village gamelan playing is a poor imitation
of the palace gamelan style. However, no study has yet been devoted to the
relationship between village and palace gamelan style. It might be that
village gamelan style is an older form and that they both relate to each
other closely.

8. A few compositions are based on the melody of the pesindhen, for
example, Jineman Uler Kambang, Jineman Glathik Glindhing, and srepegan
rambangan/uran-uran,
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The gérong (male chorus) sings almost continuously during a melodic
phrase, but not every gendhing or section of gendhing has gérongan
(see figure 7).9

Figure 7.
N N
3 3 . . 6 5 3 2 6 1 2 3 6 5 3 2
\ /N /
gérongan gerongan

Perhaps the gendér barung and the bonang barung could be considered
melodic leaders. But, unlike the rebab, their sounds are not vocal in
character., Their ranges are also not as wide as the rebab's; therefore,
they cannot always follow the melodic motion of the gendhing.

Perhaps the gambang could be considered the leader, Its range is as
wide as the rebab's. However, the highly percussive melodic line of the
gambang makes it unsuitable for guiding the melodic direction of gendhing.
Most of the time the gambang plays in fast speed (between MM.320 and
MM.240) with gembyangan (octave-playing) technigue. Embellishments are
accomplished by doubling a stroke, changing the rhythm slightly,
substituting a kempyungan (two notes separated by 2 keys) stroke, or
playing two notes separated by six keys. Because of these embellishments,
the melodic direction of the gambang is less clear than that of the rebab
(see figure 8).

9. Sections, of some gendhing, such as the ngelik section, may be
inspired by the gerongan melody, for example, the ngelik of Ladrang
Wilujeng, laras slendro pathet manyura, Ketawang Laras Maya, laras pelog
pathet barang, Ketawang Suba Kastawa, laras slendro pathet sanga, and
Ketawang Ibu Pertiwi, laras pelog pathet nem, R. L. Martopangrawit states
that in many of Mangku Negara IV's compositions the ngelik section, which
always has a gerongan part, is the basis for identifying the gendhing.
This is true of Ketawang Wala Gita, laras pelog pathet nem, Ladrang Ganda
Mastuti, laras pelog pathet nem, Ketawang Raja Swala, laras slendro pathet
sanga, and Ketawang Sinom 