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Chapter One: Introduction to the Project

Music and culture of the island of Bali are vergi@ing and interesting, that
not even a whole library of documents could everecall topics, resulting from this
cultural richness. Both vocal and instrumental muwsi high level of sophistication
can be heard in Bali. There are more than 20 tgpasstrumental ensembles, called
gamelan Each of them has its own specific formation, abftinction and repertoire
and each of them could be a topic of individuakdse

My project is focused orgamelan Gong Kebyarbecause this type of
orchestra is the most popular now in Bali. Its #pesound can be heard everywhere
on the island and it has become most typical astindtive for Balinese music.
Honestly, the first time | encountered Balinese icusdid not like it. It sounded to
me like a loud, illogical ‘noise’. But after closebservation, | start to love this really
specific kind of music.

| have chosen this topic because | spent a produdime in Bali and |
consider this island unique. Thanks to the Indaressovernment and its student
exchange program, | had the occasion to spend alomesyear in Indonesia (from
September 2006 to July 2007). | have chosen thadsbf Bali because | have heard
about Balinese music a great deal and because integissted in Hindu culture (Bali
is the only Indonesian island, where Hinduism ectised).

| was admitted to Institut Seni Indonésisituated in Denpasar, the capital of
Bali. There | attended several types of lessonsh @as vocal music, notation in
Nusantarj Balinese dance and practical rehearsal. | joméeimale gamelan group
consisting of professors. | also learnt Balinesecdawith the most famous Balinese
dancer and teacher, Ni Ketut Arinfor a while. But the private classes with Balimes
composer and musician | Gede Arsana (as in phajonkere the most helpful to me.
Every day, he tried to unlock the charm of Balinesasic to me. | learnt to play
several instruments from him as well as a Balinesgsical theory. He also
accompanied me to many musical performances amddinted me to several

important Balinese musicians.

L 1SI, Indonesian Institute of Arts.

% Nusantarais the common name for the islands of Indonesia.

% Ni Ketut Arini is one of the most popular peopteHali. She starred in television program, where
she taught dancing. Until today, she is an honaragnber of many cultural organizations.
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During my stay in Bali, | faced many difficultiesuch as the language barrier
(not many Balinese can speak English), unaccustomeadher or different ways of
thinking. But through these little troubles, | eygd that year the most and learnt

many new things.

Photo 1.1 Author and | Gede Arsdna

Literature

In my thesis | used information both from my ownpesences and
observations as well as from various literaturethe Czech language, there is no
simple publication dealing with gamelan Gong Kebyane can find just several

short and not very precise mentions on the interfiéke literature written in English

* Photographed by Ms. Hana NovaA.
® http://www.tenggara.net/index.php?ltemid=11&id=8&89tion=com_content&task=view, accessed
April 15", 2008.
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and Indonesian is more accessible. | will dischsse publications, which have been
most helpful to me for this thesis.

The most extensive book relating to gamelan GorlgyKeis ‘Gamelan Gong
Kebyar: The Art of Twentieth-Century Balinese Musizritten by the American
scholar and composer, Michael Tenzer; it was phblisby The University of
Chicago Press in 2000. In almost 500 pages of yighldite text, he deals with all
the background elements of this ensemble, inclutlegsocio-historical, religious
and philosophical basics, instruments and its me@broad. The largest section of
the publication is devoted to the structure of Ketyusic, which he divides into the
following chapters: History Repertoire, Topic anmuSture; Melody and Figuration;
Meter and Drumming; and Form and Composition. Tih@ provides many music
examples from the most famous Balinese compositidhgs publication is really
wide-ranging and sometimes very scholarly andaatg, especially for laic.

Another important publication concerning this tomdhe dissertation thesis
of Ruby Sue Ornstein, written in 1971 at the Unsitgrof California, Los Angeles.
In its first part, this work provides backgroundomation, while the second part
involves chapters The Kebyar Ensemble; Kebyar SMlesical Form; Metallophone
Techniques; Réjong Techniques; and finally Sumnsarg Conclusions. Musical
examples are also available.

An additional source of information include an @#icalled: ‘Kotekan: the
Technique of Interlocking Parts in Balinese Mudiy Wayne Vitale, who is an
American composer. This text was published in ta@uBgan journ&lin 1990. The
author focuses specifically on the fixed interlogkifigurations used in gamelan
Gong Kebyar. In the space of 14 pages, he prowdsg information concerning
particular types of figurations and music examples.

An Indonesian university mimeograph written by Bealinese musician and
scholar, | Made Dibia, and named ‘Pengantar kasawBal{’ involves the basic
information about both vocal and instrumental musidBali, as well as chapters
about the notation and tonal system of the mudie most useful for me was the

section describing additional Balinese gamelans.

® Journal devoted to Indonesian gamelans, preparédrierican Gamelan Institute, located in
California.
" Roughly translated A Guide Book to Balinese music.
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All of these publications are of high quality, buis important to note that
some information sometimes differs slightly. Thestnstriking example of this is the
dissimilarity in the terminology connected withduk interlocking figurations. In this
thesis, | follow my own experience which matches ¥iew of W. Vitale. A further
discrepancy corncerns thuigal instrument. R. Ornstein calls giying; without any
note, that it can be also nameglal. In my experience, the tergiying is also used,
but very rarely. For music examples, she uses ¢dlaé$or ugal; M. Tenzer uses the
viola clef as | have chosen to do; it seems to beenaccurate to use this clef. The
next difference is, that R. Ornstein places theggon the first beat (instead of the
last, 8" beat) so than the gongs are in divergence withetpeganandjublag parts.

In the present thesis, | follow M. Tenzer and Icgléhe gong on the last, eight beat.
The Project

This thesis is divided into five parts. The firsrpis named Introduction,
with an explanation of the topic, reasons why hiasleosen this particular topic and
the structure of the thesis.

Because gamelan Gong Kebyar, as well as Balinegsicnoverall, is
connected with Balinese society and religion, ganérformation about Bali is
included in the Chapter 2, which involves followirgybsections: Geography,
Economy, History and Culture and the Arts. Thistpafr my thesis contributes
general information about Bali.

The third chapter is named Music in Bali. It invedvinformation which is
valid for all Balinese music. One subsection isuex on musical instruments of
Gong Kebyar(of course, these instruments can be found inrayipes of orchestras),
but there are many other instruments in Bali. Farth deal with Balinese tuning
system, tonal system and notation. The last subsechronologically describes
some of the other important Balinese gamelanscidee to involve this section in
my thesis, because gamelan Gong Kebyar grew frerhéhitage of these orchestras.

Chapter 4 is simply namegdamelan Gong Kebyaand forms the core of my
work. In this chapter, | describe how this spetypk of orchestra looks like, how it
is structured, its general characteristics andhisfThen | deal with every particular
aspect of composition, dividing the structure iBtgarts (framework, melodic and

ornamential layer). | also provide musical exampbesd photographs, which
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originate from my experiences with this music. Trhasical examples have been
transcribed by me, unless otherwise stated, theoplveere taken by me.

The fifth chapter involves just the conclusion, vehetry to summarize what
was written abouGamelan Gong Kebyand my attitude towards this ensemble.

For all information provided in this thesis, | tliico employ my own
fieldwork experiences from my residency on thendlaespecially from my private
lessons with Balinese teacher and composer, | Gesbna. | learnt with him how to
play gangsainstruments anguling But | didn’t learn to playeyongand kendang
(to learn how to play these takes several yeard didh’t have so much time). That
is why the information about these instruments iigefb Here, | used the data
gathered by Michael Tenzer and Ruby Ornstein.d aked information involved in
several Indonesian publications, which were avélab the library of ISI. These
University mimeographs were written by Balinesef@seors and musicologists, but
provide mainly brief information.

The main intention of my thesis is to provide thasib information, based
mainly on my own participation in observations abgamelan Gong Kefar to a
Czech public. In the Czech Republic, nothing hasnberitten about this kind of
Balinese musft

8 Except several short mentions in publicationsciviileal with ethnomusicology, such as Z. Jurkova,
Kapitoly z mimoevropské hudby, Olomouc, vydavatélstniverzity Palackého, 2001, s. 37

15



Chapter two: Background to Bali

Figure 2.1 Map of Bali

In this chapter, | describe the geographical astbhical background to Bali,
followed by its culture and the arts.

2.1 Geography

Bali lies 3.2 kms east of Java, approximately 8releg south of the equator,
with a tropical climate. Because of many volcaribs, soil is very fertile. There are
just 2 seasons — dry and rainy season.

The Island is surrounded by coral reefs, beachdés both white and black
sand. Although the next island, Lombok, is in thes#alasian bio geographical area,
Bali still belongs to the Indo-malayan eco-zthe

® http://www.overseas-campus.info/images/map_Balj.arcessed March 942008.
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The official language is Bahasa Indonesia, which la& down in 1928; but as
well as in other islands, there is also an indigsnéanguage — the Balinese
languag®". Throughout this thesis, unless otherwise stdtede the terminology in
Indonesian. The reason is that | encountered Irglanefar more than Balinese.
English is quite common as a third language, biyt ionthe tourism industry, as well
as German or Russian.

The population is composed from the majority of igethous Balinese,
immigrants from other Indonesian islands such aslak, Java or Sumatra and

quite large number of immigrants from China.

2.2 Economy

Bali is divided into 9 regencieskgbupatehy one of them is the capital
Denpasar with 600,000 inhabitants. Balinese econamymainly based on
agriculture, although tourism is getting increaingnportant. Rice cultivation,
crops, fruit and vegetable are most notable. ABaljnese handcrafts are famous
worldwide. Traditionally, every village is focusesh particularly handcrafts. So
Celuk is known for it's silverware, Ubud for sculp¢ and wooden or stone carving
and Tenganan for it's wonderful batik cloth.

Since 1960, when President Suharto decided to thigelnorder of Indonesia to
tourists, tourism has became the biggest inconain For it's natural beauty and
highly sophisticated culture, it has became ontefmost popular places to spend a
holiday. In 1966, the first hotel was built in Samesort and until today, hundreds of
hotels or cheaper hostels are in the south Bal, aspecially in Kuta, Sanur and
Nusa Dua resorts. Tourism gives jobs to almostrd tf Balinese people, but on the
other side, one could say, that it destroys trawii manner and way of life of the

Balinese.

2.3 The history of Bali

The island of Bali, which is shown in figure 2.%, approximately 153 kms

wide and 112 kms long, was settled around 3000 BEZBali Aga people. They

10 http://en.wikipedia.org/wiki/Indomalaya_ecozonesesed March 29th, 2008.
! Actually, Balinese language has 3 levels, whighspoken according to social status. It also has a
distinctive alphabet.

17



lived in small communities, developed the compleigation system calledstbak’
and practiced animism. Today, we can still findrtldescendants in the centre of the
island, with the way of living almost unchanged.

Around the first century CE strong influences frdndia (in the form of
culture, Sanskrit language and Hinduism) came ta dad other islands.

When a Chinese scholar visited Bali in 670 CE, ta¢ed that he had seen
Buddhism in practise there.

By the 11th century, Hindu and Javanese influebeesime very important in
Bali. When Prince Airlanggha moved his residenceti® East part of Java, he
appointed his brother, Anak Wungsu, the ruler ofBali. With the use of the
Javanese ancient language, calevi, as the preferred speech for the aristocracy,
Javanese traits and customs infiltrated Balinesety.

After Airlanggha’s death, Bali remained quite awomous until 1284 when
East Javanese king Kertanegara conquered the island

In 1292, Kertanegara was assassinated and Baineediberated again, but
just until 1343. In that year Bali was brought bacto the Javanese control of the
Majapahit Empire by general Gajah Mada (In fachegal Gajah Mada is one of the
most interesting persons from Indonesian histary)

During the 16th century, Islam started to spreddoakr the Indonesian
archipelago. The Majapahit Empire started to decli®onsequently, a large number
of Hindu intellectuals, artists, priests and agsats moved to Bali and brought along
the Hindu religion, which became the strongesth@nisland. This era is called the
Golden Age of Bali because of great prosperity antural flowering.

In 1597, the first Dutch voyegers reached the coa$ali, but they had no
interest to conquer it until the 1800’s. In 184Be tDutch come back with the
intention to colonize Bdlf. The Dutch troops landed in Northen Bali in 189 a
with help of the Sasak peopldrom Bali they managed to defeat the BalineseerAft
several battles, when the Dutch used modern weamatghe Balinese just sacred
daggers calledkris’, almost a third of the population lost their ldad most of the
royal family moved to Lombok. By 1911, all Balinegencipalities were under the

Dutch control.

2 He was born to poor parents in the lowest sociityough his purposefullness and diligence he
became one of the most powerful men of his time.

'3 They had already colonized a large part of Indiankes that time.

% They originaly came from Lombok island.
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After World War |, a sense of Indonesian natiomalisegan to grow, leading
to the declaration of the national language Balhadanesia in 1928, which started
to be spoken troughout Indonesia beside the mamyoetanguages.

In the 1930s, a many European and American adisided to discover the
beauty of Bali. The first hotels were built and riem started to flourish. Many
famous artists moved to Bali and decided to livereh such as the German painter
Walter Spies, American composer Colin Mcphee arsdwife, anthropoligist Jane
Belo and many others.

During World War IlI, the Japanese expelled the Butad occupied Bali as
well as the whole of Indonesia from 1942 until 1945

At the end of World War Il, the Japanese were detkand the Dutch
attempted to regain control of Bali and the restlrafonesia. Balinese military
officer, | Gusti Ngurah Rai, formed a Balinese arifige important battle was fought
in Tabanan village in 1946. This army, lead by Nd¢uRai, made a suicidal attack on
the heavily armed Dutch. All of the Balinese saldievere killed and the Dutch
constituted Bali as a part of the newly proclairRagpublic of East Indonesia.

The Republic of East Indonesia was a rival statdh¢oRepublic of Indonesia,
which was proclaimed by Sukarno and H&ttdhe independence of the Indonesian
Republic was not accepted by the Dutch until D&;.1849. In 1950, Bali legally
became a province of the Republic of Indonesia.

In 1963, the eruption of Mount Agung killed a thands of people, created
economic havoc and forced many people to leave bwenhe and move to another
island.

In 1965, Sukarno and his goverment were replace&uharto by a military
means. Sukarno was accused of preparing a commecmugt. Consequently, the
members of the Communist Party of Indonesia (Pkdyeabrutally killed. Only in
Bali, more than 100,000 people died.

In October 2002, a car bomb attack in the toumsort of Kuta killed 202
people, mostly young tourists from Australia. Tbédastrophe continues to influence
the life in Bali. For example, because of the latkisitors, a lot of smaller hotels,
shops and restaurants were forced to close dowath&n bomb attack occured in

!5 Sukarno was the leader of independence movemdrfiranindonesian President. Mohammad
Hatta was first Indonesian Vice-President. The na&iport in Jakarta, Sukarno-Hatta, is named after
them.
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Kuta and Jimbaran beach, but with smaller intetgstAmerican and European
media.
Today, the number of tourists is slightly incregsagain as the memory of past

tragic events disappear.

2.4 Culture and the arts

In this section, | aim to provide an introductian Balinese society, culture

and the arts.

2.4.1 Society

Balinese society is patriarchal and patrilineare Blructure is influenced by
the Indian model of four castes, the division igsely connected with work. The
society is divided intdBrahmana(religious matter professiondXsatrya (political
and military professions)Waisya(business professions) a&aidra (employee and
physical work professions). Today, this divisionsaofciety is getting less strict than
formerly. Compared to the rest of Indonesia, Ba@society is very tolerant.

An institution calledbanjar plays an important role in the life of the Baliaes
It is @ community organisation, composed from salvstreets and houses and their
inhabitants. The oldest men from every house amdily meet inbale banjar a
place intended for meetings, performances, ceregsonr teaching and playing
gamelan and dance. There, they discuss common rmyatigch as cleaning the
streets, making a common ceremony, distributiomarhmon money (for example
gained from common performance) and so on. Tharlgddnction, which is called
kepala is executed by the most reputable man.

Severalbanjar are compounded into desa (‘village’), severaldesa are
compounded into &ecamatan Fifty-one kecamatarjoin together %ebapatenthe
biggest administrative areas in Bali. Bali itsalfcalledpropinsiBali, as a one of 27

provinces within Indonesia.
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2.4.2 Religion

Unlike most of Indonesia (which is about 93% mug3jiBali’s population is
predominantly Hindu. Minority religions in Bali ihale Islam (less than 5%, mainly
on the western coastline near Java), Christiafii§2) and Buddhism (0.6%).

Balinese Hinduism is quite different from that, wainican be found in India.
Some components are the same, such as a mythobspd bon Ramayana and
Mahabharata epos. Balinese Hinduism is unique. dt mixture of Indian Hinduism,
Buddhism and original Animism beliefs. This hybirgdcalledBali Dharmaand can
not be found anywhere else in the world. Balinedestze in thousands of gods, such
as the god of the seas, the god of the mountamsarmn. But all of these gods and
deities are just a manifestation of the supremé®god

Balinese practise five ritual categories, calRahca yadnyasacrifice to the
god, sacrifice to the ancestors, sacrifice to tgessacrifice to nature and its spirits
and sacrifice to people and society.

Balinese Hindu religion is still alive; it's an ggral part of their daily life.
Balinese do not think about that, they just livé-itom the morning to evening, every
activity is influenced by religion — morning prayexsking the gods for success in
work, praying to the ancestors and so on. In héye are literally hundreds of rites
and festivals that each person participates innduhis lifetime. From festival
devoted to the newborn child (rites connected wiitting of the navel string, with
first touch the earth and many other), adolescétamh filing) to festivals devoted
to death (cremation).

Taking part in ceremonies and festivals also hescal function, the temple or

bale banjaris the main place, where people meet and talk.

2.4.3 The Arts

In this section, | shall mention dances, textit@sying, painting and music.

Before tourists came to Bali, the Balinese did have a special word for

‘art’. Dancing, wooden carving, playing music, sbadtheatre or sculpture was not

' In Indonesia, only monotheism religions are alldw®ue to this belief in one supreme god,
Hinduism can be involved as the official Indonesiegligion, along with Buddhism, Islam,
Protestantism and Catholicism.
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designated to people, but to gods as their emenmt during the ceremony. Even
when nobody is watching, the performers continuelty, because of the gods.
Following this, not even professional artists estdstPeople, who danced or painted,
were firstly farmers or traders, and then, afterkythey became artists.

In the past, almost every girl started to learrdémce around the age of 3
years. Boys joined their father for music reheasahich took place every evening.
By imitating their actions, small boys learn howplay gamelan. The rehearsals are
public, so it makes a small child not to be worrgxbut playing in the front of other
people.

In everybanjar, there is asekaainstitution. It's an organization of musicians
and dancers from one banjar, but also a drivemaac@ountant. If they make some
money by performing for tourists or playing durirgg ceremony, the profit is

common property and later can be used for some @mmatters.

Firstly, | shall describe dances in Bali.

Dance

The dancetéri) is the most widespread art in Bali. Every sec8atinese
can dance. Children learn dancing from childhoog,watching older sisters or
brothers. Dance is an integral part of every cergm®alinese invite the gods to
come to Earth by dancing. Richly decorated costuanesvorn. Most of the dances
are derived from the Ramayana cycle of stories.

There are many kind of dance in Bali. Among the ini@®ious female dances
are Legongdances. These dances are derived from court ridiaaced usually by

three young girls. Two of them can be seen in pBd2o
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Photo 2.2_egongdancers

On the other hand, the most frequent male dandeBaris dance, which is
the sacred dance of a warrior, danced by one marmole group of men. The dancer
shows his war skills while using a spear. Very famare also masked dance-
dramas, calledTopeng.These dance-dramas are performed exclusively by. men
While dancing, men use sacred masks to expresshtracter. The mask can cover
the whole face or just a part of it, as is showphoto 2.3.
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Photo 2.3 mask covering nose and cheeK®pengdance

Kecak is high amongst the most famous of all danceshen world. It is
sometimes called the “Monkey dance”, because tb& ofi men presents an army of
monkeys as in the Ramayana story (as in photo Zi#&).male choir is divided into
several sections; each section declaims a sylledke(read as ‘tchak’) in various
rhythmic patterns. All sections, together, createoaerall pattern of interlocking

singing. During the performance, the dance, basedth® Ramayana story is
performed (most often, the scene concerns the &bduxf Sita}’.

Photo 2.4Kecakperformers

YFor more information see | Wayan Dibkecak. The vocal chant of Balbenpasar, Hartanto Art
Books Bali, 2000.
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Theatre

Wayang kulit®, the shadow theater, during whichdalang the narrator -
singer tells stories from Ramayana or Mahabhatetig puppets. The puppets are
made from skin of a buffalo (see photo 2.5). Tadlélae puppets, a really deep
knowledge of the stories, the political and sosiélation of today, good physical
condition and highly developed musical skills asguired. Adalangis very a
eminent person for the whole society. For musioagganimentgamelan Gender

Wayangis used. A performance last between 3 to 4 hours.

Photo 2.5Nayang kulit

Textiles

Textile production can be included in the indexfashous Balinese articles.
Although the most renowned producer btk cloth is Java, the Balinese way of
processing textiles, callallat, is unique.lkat is also name for final products, scarf
and cloth. Alsobatik is popular in the Indonesian Institute of Art; ridn@s even a

separate department foatik.

Carving
Many villages near the town of Ubud are focusedcarving. All day long,

one can see men sitting on the ground and congeatipiece of wood into beautiful

18 Wayangmeans ‘a puppetkulit means ‘a skin'.
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and elaborate wooden statues. Characters from @neafana story, such as Rama,
Sita or Garuda, or sacred masks, belong to the pugmilar ones. Sculptures from
volcanic sediment are often placed into templeis gardens. Almost in every house

at least one sculpture can be found.

Painting

Balinese painting actually was the reason why maaogld known painters
came to Bali and started to study it. Such famaistprs as Walter Spies lived in
Bali. Balinese painting can be divided into fivehsols; each of them has
characteristic a style. Since 1970, many museurdsgateries have been opened,

especially near tourist resorts.

Music

Music acts an important part in Bali. Music is lte@verywhere — in the
temple, on the beach, in a restaurant or in the Almsost every Balinese can play
some instrument. Formerly, instrumental music wagusively man’s business, but
today, women are now allowed to play gamelan, lake the other arts, also
primary purpose of music was to accompany riteshan temple and provide an
entertainment for the gods.

Instrumental music — gamelan orcheStdiffers from the Western concept of
orchestra, which consist of individual playersBalinese gamelan, everyone has the
same significance. Although there is a leader,sheat more important than any
other person. A Western term ‘virtuoso’ is unknothiere. This approach is fully in
in compliance with the Balinese sense of equalty @amwork.

Until relatively recent time, no notation was usedali. All pieces, songs
and dances have survived entirely through oralttcad

Both vocal and instrumental music are fostered ati, s well as dozens of
types of gamelan orchestras. Each of them differs the others by the composition
of instruments, repertoire, historical background aocial or religious function. All
of these facts make Balinese music engrossing ascniating, that many people,
musicologists as well as lay music-lovers have ditito devote their life to

studying it. It is a lifetime, but for sure worthgsignment.

19 Gamelanis the common name for Indonesian instrumentatmabses, consisted mostly from
idiophones.
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Chapter three: Music in Bali

For understanding the music gdmelan Gong Kebyabne must also know a
little bit about Balinese music as a whole. All Base music and culture came from
the same source, which means the Hindu religion Himlu way of life. In
subsequent chapters, therefore, Balinese tuning tandl system, notation and

musical instruments will be discussed.

3.1 Balinese tuning system

On the island, there is a special craft cabddi pandé®, which involves the
production of metallophone¥hese ‘smiths’ are associated with a gudili pande
is a hereditary job and their society is very respd The production of these
metallophones is not easy. For example, to makengles piece of agender
instrument can take several days. But it is noty atili pandé work. Several
employees work in the shophli pandés main work is to tune an instrument as a
final modification. There are just three shops ialiBwhich focus on making the
gender(huge gongs are imported from the island of Java).

No gamelan has the same tuning as any other oretufting changes from
village to village. Everyahli pandehas his own conceptiéh The tuning also
depends on the purpose of the orchestragkorelan Gong Gedevhich is supposed
to be grave, a lower tuning is used. For the gameidich is supposed to play lyric
and love songs, such gamelan Semar Pegulingaa higher tuning is used. The
result of all this is that instruments can notterichanged between orchestras.

Gangsainstruments are present in orchestra in pairs. thagl are also tuned in
pairs, in so called ‘paired tuning’. From the pane instrument is tuned a little bit
lower than the second one. The first one is cgtledgumbangand the other one
pengisep Because of slightly different frequency (the eliéince is about six to ten

cycles per secori), a tremolo is created, when both of them sougétteer. Due to

2 Ahli means ‘profesional’,
pande, pandameans ‘smith’.

At present, the Balinese are engaged in workirigaduning conception, which should become
standardized according to balinese broadcast tuning
22 \Wayan Vital, Balungarkotekan: the technique of interlocking parts iniBase musicFall 1990,
p. 3.
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this method, the listener has a vibrating-like ifeggl which is so characteristic for

Balinese gamelan music, and the sound is moresivien

3.2 The Balinese tonal system

In Balinese music, two scales within the octave @ed. Their names are
pelogandslendra The terms are adopted from Javanese musicalrtelogy. Both
scales are fundamentally pentatonic. The primafferdince between them is the
number of tones pelogis 7-tone (pentatonic scale with two additionales, called
pamerQ andslendroa 5-tone scale. Basically, every 7-tone scalaledsaih pitu
and every 5-tone scafmih lim&>. The second difference betwegglogandslendro
scales is the interval between tonesslendroscale the intervals are almost equal;
but, inpelogthere are two different distances between tors&®#t and long.

Some contemporary composers and smiths are trgingeate a new gamelan
which would be able to produce bgtelog andslendroscales. Some of them are
successful, such as professor | Wayan Sinti o&ifsl hisgamelan Semara Dhana.

In many gamelans, includin@ong Kebyaythe five-tonepelogis used. From
seven tones, five are separated to form a five-toade pate). According to tones
which are used and the intervals between them rfitades are distinguish&d The
most common mode igatet selisir This patet comprises notes 1., 2., 3., 5. and 6.
tone from the original 7-tone scale. Very roughlgould be played on the piano as

‘cis’-'d’-‘e’-'g sharp’-‘a’. The otherpatetsfollow:

patet selisir 123 56
baro 1345 7
tembung 12 456
sunaren 23 567°

See figure 3.1 for these different patterns writteldVestern notation.

% ‘SaiH means sequencitu’ means seven andiha’ means five in Balinese langueage.
4 There is more than 4 modespielogscale but rarely used.

%M. TenzerGamelan Gong Kebyar — The Art of Twentieth-CenBainese Music,
Chicago/London, The University of Chicago Pres€@@. 29.
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Figure 3.1

3.3 Notation of Balinese music

Until recently, Balinese music was transmitted lgralrom generation to
generation. With the expansion of newly createdcgse the demand for an
alphabetic notation became more and more necesEheye were already several
systems of notation, connected with particular dange(such agamelan Gambang
where the notation was derived from the vowels ldf sacred poetry). In 1960,
however, the notation developed in KOKAR music ematory® became standard.
This notation is known asotasi ding dongWith the names of the toneding’,

‘dong’, ‘deng’, ‘dung’ and ‘dang’this notation is based on the solfeggio method.

O>2D 99

ding dong deng dung dang

]
N
%

N

Tt ©
OING OONG 0ENG OUNG 0ANG

% KOKAR (Konservatori Karawitan) — Conservatorykairawitan, the name changed to SMKI
(Sekolah menengah karawitan Indonesia) - High &clod Performing Arts in Denpasar, Bali.
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Most instruments present in tjamelan Gong Kebyarse 10 keys, with the
range of more than an octave. To distinguish thegon higher or lower octave, dots
are added under or above the symbols. In writtem faapital letters are used to
identify the lower octave. In the following figui@&ig. 3.2), the range ojangsa

kantilan (as well agangsa pemades shown:

20U N DOV O

dOng dEng dung dAng ding dongdeng dung dang ding
Figure 3.2

Althoughding belongs to the same octavedmsg, deng, dungnddang the
capital letter is used to tell the difference betmging and the higher octawing.

3.4 Musical Instruments

On the island, all four categories of musical iastents can be found, as
devised by ethnomusicologists Kurst Sachs and ExchHornbostél — idiophones,
aerophones, chordophones and membranophones. Tdestlagroup comprises
idiophones.

A description of the instruments used gamelan Gong Kebyawill be

presented in Chapter 4.

3.5 The History and Development of Balinese Gamelan

As the gamelan Gong Kebyars related to all Balinese gamelans, it is
necessary to discuss the main ones in turn.

We can find more than 20 different gamelan orclaestr Bali. The first
mention of them is in the 0century and occurs on palm leaf inscriptioluiar)
and reliefs on temples. Brief information aboutalomusic and the tonal system can

be found there in these iconographic sources ds wel

" published in Zeitschrift fiir Ethnologie in 1914.
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Gamelans can be divided according to many aspkectexample, according
to material, which is used for the constructiorthe& instruments (bronze gamelans or
bamboo gamelans); or according to use in religamrgext we can distinguish sacred
and secular gamelans (although the border betwssse ttwo groups is becoming
less and less distinct).

The most frequent differentiation in Indonesiaerttturé® divides Balinese
gamelans into: (igamelan tua(‘old’ ensembles), which are originaly from B&ii;)
gamelan madydmadyameans ‘middle’, so ensembles, which are not oldabso
not modern). This group is connected with royalrtdtom Java, which moved to
Bali in the 1% century. The last group is called (iigamelan baru(‘new’
ensembles)Gamelan Gong Kebyamwhich was used first in 1915, is considered to
be the oldest in this last group. As shown in thé aibove, the chronological aspect
Is used for this division.

However, some ensembles from tiia group have already disappeared or
are very rare these days. But their influence ¢éinbge found in modern gamelans,
such as in tuning, instrument construction andstiile of playing or repertoire.

Thanks to the Institut Seni Indonesia (Indonesisstitute of Arts), students
or artists can study and play most ensembles fimengamelan tuagroup. This
institute made to order the exact replicas of mbshegamelan tuaensembles.

In the text below, | will deal just with the mosinious and common types of

gamelans: gamelan tua (3.5.1); gamelan madya [3da&elan baru (3.5.3).

3.5.1 Gamelan tua group

The common characteristic of all ensembles incluohedhis group is the
absence of drums, rebab and sulings. If theredsum, it does not have an agogic
function. All these gamelan ensembles are sacrddaam connected witBali Aga
peoplé®. Also, the material, which is used, is differenorfi materials in other
groups. The melody is linear, the rhythm is fread ahe structure is mostly

asymmetrical.

8| Nyoman Rembang, | Wayan Dibia.

9 Bali Aga is a common name for several villages @it inhabitants, who live in the centre of the
island. These people are considered to be thenatifialinese, their ancestors weren't influenced by
Javanese culture, which came to Bali in 15th cgntsio until now, Bali Aga people still practise the
original animism belief.
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There are 5 types in thid group: gamelans@)onding (i) gender wayang
(i) Gong Bherj (iv) gambang (v) angklung

(i) Gamelan Selonding

This gamelan is one of the most old and sacredmebles. According to the
myth, gods sent it to the Earth in the form of tighg, and so that is how it sounds.
Gangsainstruments (calledelondingin this ensemble) are constructed from iron (as
the only one in Bali), so it creates the charastersound of this orchestra. The keys
are long and huge, compared with instruments irragamelans, and they are played
by wooden malletsCeng-cengand gongs may be used in dance pieces. In pure

instrumental pieces, justlondinginstruments play, hence the name of this gamelan.

(i) Gamelan Gender Wayang

The main function of this ensemble is to accomptre shadow puppet
theatre calledayang Kulif’ and its variatiors. The stories of this theatre are based
on the Ramayanaand Mahabharatacycles. The leading instrument gender a
metallophone with 10 keys, hung freely above thelm@o resonatorsGenderis
played with two rounded wooden mallets. Usuallyt leand plays the base of the
melody, callecbokok and right hand decorates it. The ensemble censidtvo pairs
of genders the second pair duplicates the melody in octauee techniques of
interlocking figuration, calle#totekan(see below), polyphony and ornamentation are
used.

The Wayang Kulitshow last approximately 4 hotfs During that time,
players perform constantly, but not only one piddeey partly improvise, when play
on the base of common known melodies (every typscefhe has its own type of
melody). There is a specific type of melody for lehdracters, for heroes, battles and
so on. The performance is leaded bydaang the man, who manipulates the
puppets, sings and recites the story. He giveseat@uhe players for changing the

melody or tempo. For playingenderduring the performance, a deep knowledge of

%9 Wayang — ‘puppet’,

Kulit — ‘skin’.

The puppets in this theatre form are made from sklyuffalo.

¥ Wwayang bebefpuppets are made from clothyayang Wahyitells stories from bible)Wayang
orang (played by people) and many else.

%2|n Bali, the performance usually takes around drbioBut in Java, it can take even whole night, 7
or 8 hours.
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the Ramayana and Mahabharata stories, advancedigeek of playing and
receptivity are required.

(iif) Gamelan Gong Bheri

Gamelan Gong Bheilis a sacred ensemble, which can be found in omy o
village in Bali, named Renon. It plays just oncesir month and accompanies the
Baris Cinadance. Several myths explain its origin. Onehafim claims that this
orchestra was also sent to Earth by gods in tha @drlightning, the other connected
its origin with Chinese tradesmen, who came to Baihe 1" century.

Only in this ensemble can we h&aong Bherj a special type of a boss-less
gong. It is made from bronze or copper. The same tf gongs can be found just in
China. Also the rest of the ensemble is unusubksuling other smaller gongs and

a large shell.

(iv) Gamelan Gambang

One of the oldest sacred ensembles can be heayddoning the most
important Hindu ceremonies. Its origin dates bazkhie 18' century. The most
significant instrument in this orchestra is the bam xylophonegambang Two
wooden mallets in the shape of a letter 'y’ areduSéhe range of an octave can be
played by one mallet.

The orchestra consists oigdmbangwhich play interlocking figurations, and
2 sarort®, playing the core of the melody. The rhythm of Sfaver counts (figure
3.3) is the most typical feature gdmbangpieces. This pattern is used today as well,

in gamelan Gong Kebyarieces, as a reminiscence of this old ensemble.
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Figure 3.8°

The 7-tonepelog scale with 5 nameless variations is used. ThenBséi
themselves distinguish these modes according tonthst famous pieces, which use

particular mode.

% | Wayan Dibia,Pengantar karawitan BaliASTI Denpasar, 1977.
% The metallophone instrument with one bamboo resoriar all of the keys.
% C. McPheeMusic in Balj New Haven and London, Yale University Press, 196578.
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(v) Gamelan Angklung

Only this ensemble uses the 4-taslendroscale. The orchestra comprises
between 8-12yangsa, reyongvith 8 pots, Zegogan gongkempur a pair of small
kendang severakuling,tawa-tawaandceng-ceng.

Pieces for this orchestra can be divided into groups — short and long
pieces. The short pieces have amusing names sbaksMaling Talon(‘The crow
steals eggs’). Considerably longer pieces are ccédlambatari®. These pieces are
slow, long and calm, without any contrast in terepalynamic.

Because of their small size, these instrumentotiesm used in marches and
processions. Althouglgamelan Angklundelongs to the group of old and sacred
ensembles, nowadays, it also accompanies newltecréances (callei@ri lepas.

Even the new gamelagamelan Angklung Kebyaarose from instruments of

gamelan Angklungechnigue combined with the stylegdmelan Gong Kebyar

3.5.2 Gamelan madya

The most significant feature of tlgamelan madyaroup is the presence of
kendangas the leading instrument. The player opens theepby a short solo, which
indicates the formtébuh see Chapter 4) of the following piece to the.rdste
drummer also sets the dynamic or tempo changethertdansition to another part of
the piece or to the end. Because of Javanese mafitisuling and rebab start to
occur. The Javanese influence is evident, mainlshencyclic character of melody,
guadri-partite rhythm and symmetrical structureefEhare four representatives in

this group.

(i) Gamelan Gambuh

Gamelan Gambuhis primarily connected with the theatre form adlle
Gambuhas well, which is dance performance with both rinsental and vocal
accompaniment. The stories are derived from Ransagad Mahabharata narratives
and fromKidung Nalat old Javanese and Balinese poetry. The orchesimprises
manysuling (in many sizes, the most typical of whichsisling gambuhwhich are
almost 1 metre long), which lead the melotghab, gongs, a pair okendangand

ceng-ceng

% Lambatmeans ‘slow’Jelamabatarmeans ‘pieces, which are very slow’.
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The important person in this ensemble is jlme tandak— singer-narrator,
who is complemented by a choir. They sing in old ldmguages oKawi or Jawa
Kuno®, but for better understanding, are sometimes latet into the Balinese
language.

The repertoire can be divided into two grou@ending alusand gending
keras®. Gending aluspieces are connected with fine, courtly charac{suh as
Rama or Sita from the Ramayan&ending keragieces are dedicated to strong,
rough characters and battle scenes.

Gamelan Gambuhnd its repertoire influenced many other ensendleh as
gamelan Semar Pegulingan, gamelan Pelegongan, gan@bng Ged& or gamelan

Gong Kebyar.

(i) Gamelan Semar Pegulingan

Initially, gamelan Semar Pegulingamas a court ensemble, which used to
play for the king’s entertainment and relaxatioheTinstruments are a smaller size,
the tuning is higher and because of the absenceyohgandceng-cengthe sound
is finer and sweeter.

The leading melodic instrument is ttrempong(in repertoire derived from
gamelan Gambuh, tromportgkes over the leading role giiling). Other instruments
are gendes, sulings, gangsasa pair ofkendangand small gongsGamelan Semar
Pegulinganuses the 7-tone pelog scale.

Along with the decline of the royal court in Batthe number of these
orchestras was reduced. But | discovered that ti@gggamelan Semar Pegulingan
is gaining popularity again and many contemporamgngosers are creating new
pieces particularly for this ensemble. For examjlés the favourite ensemble of |

Gede Arsana for his later compositions.

3" Kawi is an old literary language, based on Javanesggidaye, with elements of Sanskrit

Jawa Kunds old language formely used in Java.

% Gending(Ind.) — ‘piece’;

Alus (Ind.) — ‘fine’, ‘refine’;

Keras(Ind.) — ‘strong’.

39 Michael Tenzer uses the tegamelan Gong Gder Gdé Colin McPhee called this orchestra only
gamelan Gongr gamelan Gong Gedgdalinese musicologist | Wayan Dibia uses the tgamelan
Gong Gedel will follow him, also because the title of thischestra is translated as a ‘gamelan with
great gongs’ (C. Mcphe#jusic in Bali New Haven and London, Yale University press, 19663)
and great is translated into the Indonesian langaasggede’ (J.M. Echols, H. Shadikamus Inggris
Indonesia Jakarta, Penerbit PT Gramedia, 2006, p.279).
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(iif) Gamelan Pelegongan

Gamelan Pelegongars quite similar to theggamelan Semar Pegulingaft
was also the court ensemble. The leading melodicument now is thgenderand
the trompongis no longer used. The higher tuning and finemnsois same as in
gamelan Semar Pegulingaut the 5-ton@elogscale is used.

The primary function is to accompahggong KratordanceslLegong Kraton
is a common name for the whole group of female danwhich evolved from the
Gambuhdance repertoire and old sacred dance c8&dy HyangThe most famous
and most performed dance from this groupagong Kraton LasenBecause of the
persistent popularity of these dances, this gamislatill heard in Bali. Ad.egong

dances are very common, | heard this gamelan oy o@rasions.

(iv) Gamelan Gong Gede

As it arises from the namé&édemeans ‘huge’, ‘giant’, ‘great’)gamelan
Gong Gedas ensemble with the biggest number of instrumentp to 50 in all. In
contrast to the other gamelans, some instrumentbeaepresented in triplicate. The
number of instruments is not fixed, but dependstlen particular piece. 1 or 2
trompongs, reyong many gangsas kantilan, pemade, ugal, penyaceh, calung,
jegogan severakaron gongs kajar, kelenong , kemong, gong ged#uge’ gong),

a pair ofkendangs, ceng-cenganysuling,andrebabcan be present.

The repertoire is various. Thanks to its deep tntinis orchestra has a grave,
strong sound, so it is used for big ceremoniesh lsatcred and secular. Pieces,
intended for this ensemble, are generally cafjedding Gongand use the 5-tone
pelogscale. The most frequently played pieceslelembatanpieces, as | observed
in various ceremonies. They are adapted frgamelan Angklundor the 5-tone
pelogscale.

Due to the big number of instruments, the conswaadf this ensemble was a
very expensive business. This is the reason whygutd be found only on court in
the past. But because of its increasing populaitong ordinary people, cheaper
versions, namedamelan Gongarose. It consists of smaller numbers of instrusyen
but uses the same tuning and repertoire. With theaa of gamelan Gong Kebyar
and its increasing popularity, mamamelan Gong Gedwere melted down and

reassembled.
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3.5.3 Gamelan baru

There is not such a big differenece betwemmelan madyagroup and
gamelan barugroup. In this group, there are five types of giame They are
distinguished by the leading role of the drummehiclv is more marked. His
function is not only to lead the orchestra, giveewe and instruction about the
changes in music, but also to communicate with ei@nor performers. Playing the
drum,kendangis becoming more difficult, complex and exact.

Solo drum playing, callelendang tunggalis beginning to occur for the first
time in this group. The further novelty is the shilaite calledsuling kecil Because
of its high and shrill sound, only one flute is ds®ut the number of ordinary
sulingsis unlimited.

Many bamboo gamelans became popular during thigogeifo produce
bamboo instruments is quite cheap (bamboo growsetere) and almost everyone
can afford it. They are lighter than metal instrumtseand are movable, which is why
bamboo instruments were gaining more and more populBamboo gamelans can
be considered to be folk gamelans, as opposed dozérgamelans, which are

considered to be primary the court ensembles.

(i) Gamelan Arja

Gamelan Arjaaccompanieé\rja theatre, which is based on the form of the
theatreGambuh Essentially, it is a Balinese version of operelthe performance
consists of dance, songs, spoken word and musitodvena, sentiment, humour,
caricature, social and politic satire create tmgue theatrical form. The songs of
the main characters are callmbang(common name for ‘songarja. They are
sung inKawi language. But due to its obsolescence, almostdyoban understand
them, so the songs are further translated intoydagrBalinese (usually by comic
characters such as a servant). Interludes areofudlllusion to actual political or
social problems and matters.

Musical accompaniment is assured via a small otchesmprising of a pair
of kendangs, sulinggongs andjuntang,a bamboo zither with a shrill sound. Both
slendroandpelogscale can be used, depending on whichever sdmearsl. Because
of its fixed tuning, thesuling is substituted byguring (a gendetlike instrument) in
slendrosongs. Later, a speciailling for bothslendroandpelogscale was created.

Since 1970gamelan Gondpas begin to accompadyja theater.
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(i) Gamelan Rindik

Rindik (or Tingklik) is also the name for ‘bamboo instrument’, whiels the
main role in this ensemble. Several ascending bantbbes are suspended in a
wooden frame and played by two wooden rounded tsaliee same as fgenderin
gamelan Gender Wayahgdrhis instrument has a soft sound without ectson(atal
instruments usually have), so the player has nd teedampen the sound. Thanks to
this, playingrindik is much easier and can be faster than playinggémeler. The
techniques from thgamelan Gender Wayargye adapted and tt#endroscale is
used.

Thanks to easy and cheap production, almost evexycan afford to buy it or
make one himself. That's why this instrument igpepular throughout Bali. Specific
sounds of the bambatndik can be heard everywhere, as | withessed, fromstiae

hotels to night markets.

(iif) Gamelan Joged Bumbung

Gamelan Joged Bumbung a bamboo ensemble, which accomparées
(dance)Joged bumbungThis dance is a social, slightly erotic dancegid-dancer
chooses a dance-partner among the audience, leads kthe stage and dances with
him for a few minutes. Although the man is not afpssional dancer, usually he
enjoys performing it and their dance is a sourcarntisement for all the audience.
Then the man sits back and the girl chooses anotieer

Music accompaniment is byindik, sulings, kendangsnd gongs. The
melodies are usually adapted from popular songf,simongs or famous songs from

Arja theater.

(iv) Gamelan Jegog

The name of this orchestra is derived from the nafitbejegoginstrument,
the biggest instrument with the deepest souBdmelan Jegogcomprises an
extremely huge bambaindik instruments with 8 tubes. The tubes of some ahthe
can be as long as 3 metres. While playing, theeplaits on the longest tube and
playing by two huge rounded wrapped mallets. Ims&mts of all sizes can be found
in this ensemble. The smaller ones play interlagiiguration; the bigger ones play
the main melody and the biggest instruments playmé&imes, as | noticed, even

below the threshold of audibility) stressed torfédee 5-tonegpelogscale is used.
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This type of gamelan is relatively popular amonge. Even annual
competitions ofgamelan Jegogakes place in Bali. This competition is called
Marabung Players compete, and the winner is the one whoptay faster, louder

and longer.

(v) Gamelan Gong Kebyar

Gamelan Gong Kebyais one of the youngest gamelans in Bali, but at th
same time, one of the most popular. The next wloblapter is devoted to a
description of this interesting and famous ensemhigtech is the main focus of this

project.
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Chapter four: Gamelan Gong Kebyar

Until now, the author has provided a general dpson of gamelan in Bali
from their cultural and historical point of viewn laddition, there has been a
description of the types of instruments, notatiod tuning system.

In this chapter, the main focus is: the generaratteristic ogamelan Gong
Kebyar, its history, its instruments, the structure ofamposition, ended with the

analysis of @&aris dance.

4.1 General characteristic

Gamelan Gong Kebyas the youngest type of gamelan. Although it Has i
characteristic sound, repertoire and techniquelajfiqg, it absorbed and processed
all of the older styles, on which it is based. dtdngs to thegamelan barwgroup, as
it is the most popular and frequent member. Becafisacreasing popularatity of
gamelan Gong Kebyamany other gamelans were smelted down and remndale
new instruments oKebyar That is why we can found for example, just a few
gamelan Gong Gede Bali today.

The translation of the wordebyaris not clear yet. It is translated as ‘to burst
open’, ‘flower in sudden bloom’ or ‘to flare U}’ as ‘lightning*"; or as ‘to burst’,
‘to flare suddenly*>. It hits off the sound afigebyar(or byar), characteristic unison
chord, which opens most pieces. It comprises arzimg&kind of resonance, when
all instruments sound togethéfebyar can be distinguished by fast tempo, abrupt
dynamic changes, loud, metallic sound, the comigdacatructure of a composition,
virtuosity, free rhythm instead of steady pulsanfdbased on a series of melodic
snippets instead main melodic movement and speffedts. All these characteristics
lack or are rare in other types of ensembles.

Gamelan Gong Kebyaran be considered to be a direct followegamelans
Gong Gedeand Pelegongan with modification of instruments, which gives at
special sound. As both of thegamelan madyagamelan Gong Kebyarses a 5-tone

pelog scale. That's whyKebyar also adapted most of the repertoire of these

0 C. McPheeMusic in Bali,New Haven and London, Yale University Press, 196828.
4l | Made Bandem, Kebyar, A monumental achieveriteBalinese artsyiudra, 2006.
2 M. TenzerGamelan Gong Kebyar. The development of a Balinessgcal tradition
Chicago/London, University of California Press, 197
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gamelans, both sacred and secular, especiallyeffegtoire ofgamelan Pelegongan
which used to accompany most popular dances.

As different from gamelan Gong Gedand Pelegongan, Kebyauses a
smaller number of musicians, only 25. Instruments slightly smaller and the
mallets are lighter, that makes a faster playingempossible.Trompongis not
necessary anymore; the leading instrument nowgengsawhich changes from 5 to
10 keys. The number afeng-cengreduced from either 5 or 6 sets to one and a
reyongconsists of 12 pots now. The drum is not playedibigallet, but mostly by
the hands. The drummer patterns are more complicatd produce various sounds.
The structure oKebyarpieces is more complicated.

On the other handgamelan Gong Kebyainfluences newly created
compositions for botiyamelans Gong GedndPelegonganin these compositions,
some elements oKebyar can be found, such as more complicated interlgckin
figurations, drum without mallet, but with more cplex patterns, or &ebyarlike
introduction. Also,gamelan Joged Bumburand Angklungadopted some famous
songs frongamelan Gong Kebyaepertoire.

Many Balinese composers consider gamelan Gong Kebyae a vehicle of
self-expression. It is the first orchestra whiclswat created for court or temple, but
for showing virtuosity and a musician’s skills.

Beforegamelan Gong Kebyagra, music was closely associated with dance,
performed in temple or in court, providing entartaent to the king or gods. But
gamelan Gong Kebayas the first orchestra devoted primarily to thesmutself.
This trend started with new compositioksgasi bary which are purely instrumental
pieces. In its beginninggamelan Gong Kebyaalso accompanied dances, as its
predecessors, that is why the historygamelan Gong Kebyads actually the history
of newly-created Balinese dances, which are accoregaby this gamelan. But
during its evolution, purely instrumental compasis started to occur and, today,

gamelan Gong Kebyarrovides the widest range for artists’ intention.

4.2 History of gamelan Gong Kebyar
There are no direct written sources about the tistd gamelan Gong
Kebyar Only the memories of eyewitness are availableckvhave been recorded in

an article by | Made Bandem. This section relieavilg on information in that
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article. During my time in Bali, | collected recands of music for almost all these
dances.

At the beginning of the Zdcentury,kakawirf® recitation contests were very
popular. During the years 1905-1910, new kind ofngian started to occur to
accompany the recitation. In 1914, musicians froortiN Bali started to play in
unison introduction and syncopation, never playefie. According to Anak Agung
Gede Gusti Jelantfk a year laterGong Kebyarcompetition took place in Jagaraga
village. A new dance compositioiKebyar Legong was composed by | Wayan
Wanderes and | Gede Manik for this occasion. Sthaeevent, until 1925amelan
Gong Kebyarplayed only instrumental pieces and did not acamgmances.

In 1925, the famous dancer, | Mario, performed av r#ance Kebyar
DuduK®. He danced freely and imaginatively while sittiagd intricately moving
just by the upper part of body with a wide rangéacfal expressions. As an opposite
to the traditional dances, it was an absolutely regyle of dancing. The music
accompanied this dance was composed by | WayanaSulater, this dance
progressed int&Kebyar Tromponglance. The dancer is sitting behind tftempong
and demonstrating playing the instrument. Otherolasrdancers and choreographers
of this period were | Gusti Ngurah Raka or | Nyoygmg. Since that time, music is
closely connected with dance. So, every changesgedt discussed below referes to
dance as well as to music. The choreographeres afttomposer as well.

During the 1930sgamelan Gong Kebyawas used predominantly as an
accompaniment to newly-created dances. The idea démale Kebyar dance
surfaced. The conception of these dances wassld| but performed by more than
one dancer. From dance promoting freewill impravisg the choreography changed
to highly-structured. And the composition for gaarelblso changed. Another very
important event of this period was the performaoicgamelan Gong Kebyagroup
from Peliatan village at the Paris Colonial Exhdmtin 1931.

During the 1940s, the activity was slowed by Wokiar 2, Japanese

occupation and the proclamation of the IndonesiapuRlic later.

43 0ld Hinduistic poetry.

44 C. McPheeMusic in Bali New Haven and London, Yale University Press, 196828.

5| Mario was recorded by Miguel Covarrubias in aamentaryLa Isla de Balj filmed between
1930 and 1932 on the island of Bali. The documgrdatails life in Bali during the early thirtiesh&
author possesses a copy of the film.
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The 1950s were very creative years. In 1951, | Mareated a new dance
calledOleg Tumulilingan a duet performed by female and male dancers.déhee
was commissioned by John and Lucy Coast, an impoesauple. In 1954, | Gede
Manik refined Kebyar Legongdance as thd&eruna Jayadance. Another popular
dance from 1950’'s iSabungan Ayar{iCockfight’) dance, created by | Mario and |
Gusti Ngurah Raka andebyar Rajapaladance shaped by | Wayan Rindi and Ida
Bagus Oka Wirjana.

But also purely instrumental music was composedl989, a composition
namedSwabhuwana Paks@Vvalor of Skies’) andJayasemard Triumph of Love’)
were composed by | Wayan Beratha. Two adaptatiénsopular Javanese songs,
Gambang Sulingand Hujan Mas were created by | Ketut Merdana and | Putu
Sumiasa respectively.

The 1960s marked significant changes in Kebyar #@sem\ programmatic
dance style was established, the abstraction &f thang became the main theme.
Vocal songs accompanied the dance to describetiealcenes. Dances likéelayan
(‘Fisherman’), Tani (‘Peasant’),Memetik Kopi(‘Coffee harvesting’) oBulutangis
(‘Badminton’) became popular. The most famous casep®f programmatic dances
was | Nyoman Kaler. When President Sukarno usethtite important foreign
visitors to Bali,gamelan Gong Kebygpieces were performed for his guests in his
palace. For this occasion, many pieces were stemteintom the standard 30-45
minutes to 12-15 minutes. Today, the same prosegsing on because of tourists.

During the 1960s, many important institutions weséablished, all located in
Denpasar, the capital. Konservatory Karawitan (KGYR the Indonesian
Conservatory of Traditional Music, was established1960. Seven years later,
Akademi seni tari Indonesia (ASTI), a dance acadeatayted to educate. The school
was upgraded to Sekolah tinggi seni Indonesia (5 F&hademy of Indonesian Arts
in 1988, and today, it is named Institut Seni Irea (ISI), Institute of Indonesian
Arts. All these educational institutions supportugg musicians and provide
necessary education with the intention to discoygeserve and develop both
classical and contemporary Balinese art. In 196&, first female gamelan group
started to play. The establishing of annGaing KebyarFestival was another very

important event, which took place in 1967. Durihi ttcompetition, the best gamelan

“% Later, the name changed to Sekolah menengah karalmidonesia (SMKI), High school of
Indonesian music.
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group from whole of Bali is chosen. For this ocoasimany new creations have
emerged every year. One of the most popular darweated forGong Kebyar
Festival, isGabordance, composed by | Gusti Gde R4ka

In 1978, Pesta kesenian BaljfPKB), Bali Arts Festival, was established.
Since that time, an annual Bali Arts Festival tagksce in Denpasar. Art from the
whole world is presented there. The festival laste month and from morning to
late night, performances proceed. The final rouhdrestival Gong Kebyars the
most attended. Bali Arts Festival is known worldeviand attended by people from
whole world. It's one of the biggest art eventdndonesia. In the 1970s, pieces like
Panyembramavere created by | Wayan Beratha.

In the 1980s, another aesthetic change occurrexfes3ors in cooperation
with students from ASTI created colossal Ramayand Mahabharata dance-
dramas, calle®endratari Compared with dance performances in the pastnurst
a few dancers were on the stage, these dance dmaarassomething really new.
Sendratariis performed on a large stage, for thousands oplpe So the costumes
are better identified, movements less intricate awtailed, but larger. Some
instruments, such agangsaor suling are doubled in the gamelan. The music
supports to tell apart each chapter or scene, warinoods and characters. The
number of dancers increased from a maximum of 8-30t dancers. Some notable
dances of this era wer@elatik by I Nyoman ArcanaKijang Kencanaby | Gusti
Ngurah Suparta dvlanukrawaby | Wayan Dibia.

The years of the 1990s and the beginning of a reavucy were in token of
creating many new pieces fgamelan Gong Kebyabut also of increasing interest
in older gamelans, especially igamelans Pelegongaand Semar Pegulingan
Thanks to ISI, that provides replicas of almospalnelans, musicians can learn how
to play them and are more interested in writing imder other gamelans than
Kebyar only. However,gamelan Gong Kebyais still the most popular ensemble.
According to Balinese Culture Mapping in 1992, thare more than 16Gfamelan

Gong Kebyain Bali*®, it means, that almost in every village, theratitast one.

“"Tle author is in possession of several recordaigbe Gabor dance.
“8| Made Bandem, Kebyar, A monumental achievemeBGilnese artsyudra, 2006.

44



4.3 Musical Instruments

As was stated above, every category of musicatumstnts can be found in
Balinese music as well as igamelan Gong Kebyarl will now discuss these
instruments, which are used gamelan Gong kebyaby refering to those in each

category.

4.3.1 Idiophones

The bronze instruments can be divided into 3 medngs — genders, gongs

and cymbal¥.

Gender type instruments

Most of the instruments iGong Kebyarare of thegendertype’®. Bronze
keys pilah) are hung over a bamboo resonator and fit in adendrame gelawal)
which is decorated by carving of scenes from Ramaysories or of Balinese gods.
The wooden frame is made from jack-fflivood, which is hard and resistant.

To produce a sound, wooden mallet is used. Accgrdinthe size of the
instruments, there are two kinds of wooden malletsith hammer-like shape (as in
photo 4.1) and another with round head which ispyea by a piece of cloth and
rubber string. Clearly, tones of different quaktieesult. The sound created by the
hammer-like mallet is sharp, whereas the roundelietmaroduce a smooth, grave

tone quality.

49 In other gamelans there aaroninstruments with similar construction likendes but with just
one resonator for all keys together. The keys &aheing over the resonator but held in place with
posts.

50 Genderis name of group of instruments as well as oneunent which is used Wayang kulit
music accompaniment.

51 Latin: Autocarpus heterophyllus.
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Photo 4.1 hammer-like shaped wooden mallet

The names of thgender— type instruments are as below:

(i) Ugal — also calledjiying;

(ii) Jublag— also calledcalung which has only 5 keys. The scale is fraimg to
dang It's body is bigger thangal, a mallet with rounded head is used to
produce the sound;

(i) Jegogan— an octave lower thagublag and also has 5 keys. The scale is from
dingto dang The body is bigger thgablag's one, the same mallet is used;

(iv) Penyaceh- an octave higher than thgblag, has 7 keys and the scale is from
ding to dang The body is the same sizewsal, the same mallet is used as

well.

Gangsatype geder:
(v) Pemade- an octave higher thargal, the body is smaller;
(vi) Kantilan— an octave higher thggemadethe body is smaller.
These instruments have 10 keys and the scalensdf@ngto ding, as is it
shown in photo 4.2. The hammer-like mallet is usedhese instruments.
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Photo 4.25angsa

A wooden malletganggu) is held in the right hand, to play the instrument
Because of the long echo created by the bronze, kbgs musician's left hand
dampens the sound at the same moment or befotgetiiening of the next one (to
prevent the sounds from blending into each otfdre motion of the damping hand
therefore mirrors the playing one. Besides the alwinecessity of flexibility in the
playing hand'‘s wrist, the damping technique habdcaequally precise. The tone has
to be dampened exactly at the same time as thenwé&tis struck, otherwise, the
tone bleeds into the next one. On the other hdrhkeikey is dampened too quickly,
a staccato effect is caused.

Gongs
In Gong Kebyargongs can be divided into two groups: (i) vettgangs (or
suspended gongs) and (ii) horizontal gongs. Intemtdio the number of gongs, we

can distinguish two groups of instruments — oneggand a set of gongs.

(i) There are 6 vertical gongs @ong KebyarIn descending order they are:
(i) Gongagung wadonrepresents females, the hugest one, it can gl &0cm
in diameters.

(i) Gongagung lanangrepresents male princip.
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(iif) Kempur
(iv) Klentong (Kemong)n the photo 4.3
(v) Bebende
(vi) Kelenang
Gongs agun@ndkempurhang on a simple pole framkemongis suspended

within a wooden ornamental frame. A similar mattethejegogars one is used,
the size changes according to the size of the gdogever, gongbebendeand

kelenangare not always present@ong Kebyar

Photo 4.Xlentong

(i) The shape of horizontal gongs is slightly diént and is called ‘kettle’.
The horizontal gonggempliis held in the lap or placed in small wooden bptogo
4.4). It is played by a wooden stick (still callganggu) which is wrapped in cloth at

the end (to make the sound muffled).

48



(vii) Kajar is almost the same &smpli only the tuning is different.

(viii) Trompongis a set of 10 kettles, placed in ascending oodigritch in a richly

decorated wooden frame. Two sticks wrapped byhctdtthe end are used. The
sound is dampened by putting a stick to the bogseefjong gently again. The tone
scale is from the tonéAngto the tonedung Trompongis played by one musician,

as it is shown in photo 4.5. It is not always pnese Gong Kebyar

Photo 4.5Trompongplayer
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(ix) Reyonglooks the same as taeompong But there are two differences — the
number of kettles and the number of players. Thaeeel2 kettles which are played
by 4 musicians. They use the same sticks tagmapong player. Particular positions
have special namespenyorog, pengenter, ponggaagd pemetit.Every musician
play on 3 gongs, but he can ‘borréfvanother one from his neighbours. They use

interlocking technique, which will be discusseddvel

Cymbals

Two kinds of cymbals are used for rhythmical emment inGong Kebyar
(i) cengceng kecglkommonly denoted agngcenyand (ii)cengceng kopyak
(i) Cengceng kecels a set of 4-6 small cymbals, which are mountadaoflat
wooden surface, usually in the form of small turflae musician has another pair of
cymbals in both hands and plays them.
(i) Cengceng kopyalk a larger pair of cymbals, similar size and wéyplaying as a

European one.

4.3.2 Aerophones

The only aerophone which is used in gamébamg Kebyars an end-blown
bamboo flute calleduling (photo 4.6). There are three sizes but only twiheim are
used — the smallesuling kantiland the biggestuling calung The pitch of the tone
iIs changed by using 6 bored finger holes. Becatiskeofact, that in Bali there are
no two gamelans with the same tunirggling tuning depends on a particular
gamelan for which theuling is made. In other words, oseling can not be played
in more than one particular orchestta.

Suling players use circular breathing techniguegunjal angkiharf. This
technique allows musician to play continually fen$ of minutes.

52 Balinese musicians use tepinjam, that really means ‘borrow’.
53 See footnote 17 of the Chapter 3.

> Difficult technigue whereby the musician blow olé tair into the cheeks while inhale the air
through the nose.
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Photo 4.6Suling

4.3.3 Chordophones

This group of instruments has also just one rgmtesive — the two stringed
bowed luterebah as shown in photo 4.7. It's made from the sHetboonut and it is
held vertically while the musician sits cross-legigéwo strings are stretched on the
neck without frets and tuned on tdeng and dung tones. The bow is made from
wood and horsehair. Theebabis never played alone, but always accompanies the

suling It has quite soft sound so the lyrical passagesh® most impressive for it.

55 http://mww.seasite.niu.edu/indonesian/budaya_bd@gsaelan/Javanese_Gamelan/counter-
melody/rebab.htm.
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4.3.4 Membranophones

The only membranophone fBong Kebyaris a drum calleckendang(see
photo 4.8) It is also made from the wood of the jack-frugdrand has a tapering
cylinder shape. The skin-heads are on both endgjdht one is broader. The player
sits cross-legged and the drum is placed acrostapjswith the larger side of the
drum on his right side.

Two playing techniques are distinguished — witt aithout mallet. The first
one is callecceduganand the malletganggul kendang is made from buffalo horn.
The second one is callgdipekamand the musicians plays with both hands.

In gamelanGong Kebyaya pair ofkendangss present. The bigger and lower
drum is considered to be a female one and namaedangwadon The second one,
the male one, is namdendang lanangAn innovation, compared with the oldest
types of gamelans, is a solo drurkendang tunggalJsually, it iskendang wadan

The technique of playing is not easy — there areynkinds of strokes, which
are named phonetically after the sound they pro(sueh aslag, tut, pek, keptc.).

Photo 4.8&endangplayers

The number of instruments {Bong Kebyaiis also varied. It depends on the

character of each piece, event, where the gamédss, @mnd so on.
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Basically, the following forms ensembile:
4 gangsa pemagde
4 gangsa kantilan
1 ugal,
2 calung
2 jegogan
2 penyaceh
1reyong
1 trompong(its present is not necessary);
1 cengceng
1-2gong agung
1 kempur
1 kempli
1 kemong
5-6 cengceng kopyak
1 kendang
5-6 suling calung
1 suling kantil

4.4 What is the structure of a Balinese gamelan cgosition?

The structure of Balinese gamelan piece absoluliéfers from western
examples. Musical thinking is not linear, but cgali without work with motive or
theme, without harmonic structure.

The basic principle of Balinese instrumental musiayed by any type of
gamelans is a melodic period, which is then deedrat many ways. The melody is
orchestrated in a stratified fashion, in which salveesalizations of the same melodic
idea are presented simultaneously at differenthrhi¢ densities. Basically, gongs
provide a steady pulse and give a shape and féegogan, calungnd penyaceh
play the melodic period again and again, stillia same way. Melodic instruments,
such asugal lead the melody, followed bguling andrebab. Gangsaand reyong
decorate the melody. Th&endang conducts the whole orchestra and gives

instructions.
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This rules are less strict faggamelan Gong Kebyarbut provide a basis.
Composers can more or less follow the rules, bey #re still present in the music
and help listeners to keep attention and oriematio

The cyclical character of melody can be explain deyeral facts; these
include Balinese Hinduistic philosophy, which calesi the nature and human life
(with reincarnation) to be a cycle. During the rite fall into a trance is desirable.
The repeating character of music may help.

The melodic period is either 8, 16, 32 or 64 beatsometimes longer. The
number of beats in cyclic melodies is normally quadrtite, that is, divided by
four®. This simple melody is cafieliti and it is usually played hygal (if it does not
improvise) or bypenyacehrepeated still again. Balinese consider theldast of the
melody to be the first one. So, the melody stantshe last beat and the final tone of
the melody receives the strongest stress of alk iBhwhere all parts of orchestral
stratification converge and are supported by thakstof the large gong.

In the example belowpokok melody is shown. On the last tone, where the
mark is, the huge gong sounds. The periodic mesbdsts from this spot, as figure
4.9 illustrates.

All the musical examples, used in this chaptenlitdsom my private lessons

with | Gede Arsana.
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Figure 4.9

One piece comprises several such melodies, whidér diy the framework,
ornamentation and tempo.

A whole composition usually comprises three pai&vitan, pengawaland
pengecet.Kawitan is quite short opening melody, played usually ugal. It is
followed bypengawak’, the main part of the composition. According te tumber
of gong beats in this part, the musical form of lghcomposition are distinguished.
Pengawakhas static, grave character, in contrast to the part, calledpengecet.

%6 Cyclic qudri-partite melodies tend to be assodatéth instrumental music in Javanese-influenced
gamelans, while the less strictly structured melsdieem to origin in pre-f@entury era.
>" Awak(Ind.) — body.
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Pengeceis dynamic, progressive and more emotional paayga in faster tempo.
Sometimesginemancan be added befol@witan Ginemanis a free introductory
passage, with irregular tempo and fragmented melodg single piece can last from

15 to 45 minutes.

It is possible to talk about three layers of ingtemts in Balinese instrumental
music:
I. framework layer, 4.3.1
il. melodic layer, 4.3.2.
iii. ornamentic layer, 4.3.3

| shall now discuss each in turn.
4.4.1 Framework Layer

The framework of the piece is provided mainly bywge. For orientation in

the following musical examples, the shorthand temteh box will be used:

G - Gong agung wadon
g - Gong agung lanang

p - Kempur
t- Klentong
.- Kempli

k - Kempliin thegamelan Gong Gedepertoire

Usually, kempliplay on every beat. The biggest, fixed emphasithe last
beat of the period, stressed ggng agungIn example, there is an 8-beat period,
ended by gong

Ex. (G)....... G

(G) meangyjong agungn last beat of previous period

According to the number and order of strokes of dbagskempli, kempur
and kemongbetween the two strokes of the gong, the formsdastnguished. This
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technique, using gongs to define the foao(h, is calledcolotomyor colotomic

structure

Gamelan Gong Kebyatompositions can be written in several forms. The
most frequent form has no name. If there is nottteroinstruction, the piece is
played by this way:

(G)...p...t...p...G

Gong stressed the last, every 16th beanpurstressed every 4th and 12th beat and

klentongevery 8th beat. Tlkemplistrokes on every beat.

Another very frequent form is callegilak. This form can be applied to
periods of 8, 16 or 32 beats. In an 8-beat pegodg stressed every last bdampli
strokes on every beakempur stressed every 5th and 7th beat gmwhg agung
lanang if it is present, stressed every 4th beat. If gohg agungloes it. The form

Is used foBaris dances as well as for many other dances.

(G)...gp.pG

Another variation of this 8-beat form involvelentongas well.

G).t.gptp&

For an 16-beat period, the schema looks like that:

*8 From my conversation and private classes withdeés&rsana.
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Bapang Gedéorm is quite simple, which result in:

G)...t...G

It can be also used for longer periods, everylbbast is stressed by gong and every
middle beat bklentog This form is also used fgamelan Gong Gedaeces.

Bapang barisorm is actuallybapang gedéorm with addedlentong As the
name prompts, it can be found Baris dances as well as in many other

compositions.
G).p.t.p.G

For 16-beats periods, the formondongis used. This form can be found for

example inLegongdances.

As in the figure 4.10, | will use thpokokmelody shown above, but in the

bapang baridorm:
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Figure 4.10

Gamelan Gong Kebyatomposition can be also written in a form, derived
from those ofgamelan Gong Gedd& hese forms are based palet— a line of 16
beats, consisting of orleempurand onekemplistroke. The number of beats differs,
depending on the tempo of particular piece. @aket can consist of 8, 16 or 32

beats. As in the example opaletconsisting of 16 beats show:

According to the number opalet in a whole period, several forms are

distinguished and named:
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Tabuh roh

G) ....... P....... K
....... P.......
Tabuh telu
G) ....... P....... k
....... p.......k
....... p.......G
Tabuh pat
G)....... P....... k
....... p.......k
....... p.......k
....... p.......G

Tabuh limaconsists of Palets tabuh nenof 6 paletsfabuh pituconsists of palets
andtabuh kutusconsists of alets®. All tabuhare ended by gong, which replaces

kempli

4.4.2 Melodic Layer

The important terms for this chapter ameliti andpokok Neliti is the melody
of the period, which sounds on every beat, as \aak Isefore Pokokis the core of
the melody ofeliti, with half the density ofeliti. It sound on every second beat of

the melody and it is always playedjoplag. The example is given in figure 4.11:

¥ Rohmean in Balinese language ‘twtgJu ‘three’, pat ‘four’, lima ‘five’, nem‘six’, pitu ‘seven’
andkutus‘eight’.
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The main melodic leader is thegal player. It is him, who receives the cues
from the drummer and mediates it to the rest ofatubestra. He does so by special
movements, using his head and hand with a mallshtov to the others the cue. In
other wordspugal player serves as a point of orientation and lesdkderfor the others
in the ensemble to followJgal player does not have to play the melodic period,
called neliti, strictly. He can improvise on that melody, butthwihe bounds of
stressed tones, which has to sound together.

Penyacelplayer plays strictly every beatd]liti melody) or every second beat
of neliti (pokoR, it depends on the form and type of compositibmeans, that he
playes every, or every second tone of the melogliog.

Jublag player plays regulary every second tone vdtpoganstressed every
forth tone. Sometimes, it also depends on the fofritine piece, plays the forth, the
sixth and the eighth tone from the melodic pergek(figure 4.12 and 4.13).

neliti (penyaceh, ugal) x X X X X X X X

pokok (jublag) X X X X

jegogan X X

gong X
figure 4.12

% | use a viola clef fougal notation (as well as Michael Tenzer do), becausedms to be the most
fit one.
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4.4.3 Ornamental Layer

This music strata is provided mainly Bgngsas althoughugal can play in
decoratic fashion as well. The embellishment of thelody, neliti, is the most
emphatic feature ojamelan Gong Kebyalit's actually the incredibly fast, precise
playing of gangsasplayer, what fascinates Western musicians, musigstls or just
music-lovers.

In Gong Kebyarmusic, many types of decoration can be found. Tarey
used according to context, form, kind of piece andording to the local manners as
well. The same composition, performed in North Baéin be played with another
embellishment that would be used in the southerhgdahe island. As neither the
tuning, nor the ornamentation is strict and evessglthe same.

The embellishment can be divided into two groupgmbelishment (i)
unfixed and (ii) fixed. The fixed decoration can toether divided into groups of

non-interlocking and interlockifiy

Ornamental layer - unfixed ornamentation
- fixed ornamentatiemon-interlocking
- interlocking gangsa
reyong

kendang

1 M. TenzerGamelan Gong Kebyar: The Art of Twentieth-Centuajir@se MusicChicago and
London, The University of Chicago Press, 2000, $.20
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(i) Unfixed ornamentation

The unfixed ornamentation is less common than tkedfone, butsuling,
rebab and sometimesigal play it. The term ‘unfixed’ means, that improvigeti
during the performance is allowed. There is onlg type of this ornamentation of
neliti, calledpayasanPayasanis more individual than fixed ornamentation andit
a style of playing, which is based on improvisatidrhe improvisation is not
absolutely free, the player has to follow tiaditi melody and has to converge on the
pokoktones with the rest of the ensemble. For illusiret of this, the figures 4.14
and 4.15.
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Figure 4.15

Ugal usually plays in syncopated fashion, with one teteps and slight
rhythmical deviations. Butgal player still has the leading role, as was statfdre.
In newly created compositions, the composer canpose theugal part exactly or
can askugal player to play in particular manner. Usually, whegal play payasan,
penyacehakes over theeliti melody.

On most occasions, severllingsassist. Every one of them can improvise
and play individual, as well agbab can. These instruments are important for their
sweet sound and the emphasis is laid on richness ammplexity of the

ornamentation.
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(ii) Fixed ornamentation

Fixed ornamentation is more common.gamelan Gong Kebyathere are
many instruments and it is not possible to let yw#re improvise. On the contrary,
the alternation of interlocking and non-interlogkifiguration makes the tension,
which is so characteristic for this orchestra.

For understanding fixed ornamentation, | need szulis several terms. The
group of gangsainstruments is divided into two subgroupspelos and sangsih
players. In the orchestra, there argadhgsa pemadand 4gangsa kantilanThey are
tuned in pairs, one opengisepthe other one opengumbanguning®. That means,
that nopolos are in the same register and tuning. Thanks ® distribution, the
ensemble has pulsating, intensive sound.

There are two possibilities ipolos — sangsilrelation. Telu means that
sangsihplays third tone frompolos one folos included). So whermpolos plays
‘ding’, sangsihplays deng’ (see figure 4.16). Whepolos plays some of two last

tones (dang, ‘ding’), there is no more space feangsih so it playes the same like

polos
0 , | ‘e - fg
4 10 | | I Lk P F dl} | | N |
y AN \V ] T I I | I I I N |
—%f—.l—ﬁ‘—i_ T f f : i
J  ® !
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Figure 4.16

Ngempatmeans ‘four’ and it is based on the same systetalaselation, but
with the distance of four tones (included the figblos one). Whemolos plays
‘ding’, sangsihplays dung’ (see figure 4.17). Whepolos plays some of the three
last tonessangsihplays the same.

== : : — ——= ﬁ; A
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Q) & - I
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Figure 4.17

%2 As was already discussed in the chapter 3.1 Bsdiiening system.
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Fixed non-interlocking ornamentation

Fixed non-interlocking ornamentation is a chain aainstant rhythmical
values.Polos plays theneliti andsangsihfollows it in ngempatdistance. When the
ugal player does not plagayasan he plays likepolos Reyongplayers rarely play
non-interlocking figuration.

In all the following examplessangsihis illustrated by notes with stems up,
polosby stems down.

According to the rhythmic density of decorationmain categories of fixed

non-interlocking ornamentation are distinguistied

I. Kekenyongan
i. Neliti
iii. Malpal
iv. Ngitir
V. Norot

M. Tenzer sortsiorot figuration into the group of interlocking figurati. |
disagree; according to my own observation, in aadito the opinion of | Gede
Arsena, norot figuration belongs to the group of non-interlockifiguration. R.

Ornstein even does not appear to distinguish betwesse two groups.

I. Kekenyongan

While usingkekenyongarembellishmentgangsasplay like jegogan every
fourth tone. It links it withgamelan Gong Ged&tyle. This kind of decoration is less
frequent, usually succeeds to crescendo or dynparicof pieces as a contrast, as in
figure 4.18.

% M. Tenzer, Gamelan Gong Kebyar. The Development of a BalinkkssicalTtradition
Chicago/London, University of California Press, 197
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ii. Neliti
Neliti is often used in male dancé&sangsasplay neliti melody, whileugal
plays payasanimprovisation (Fig. 4.19). On theokoktones, which means on every

second beatjgal andgangsamelodies converge.
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lii. Malpal

Using this type of decoration makes thgals part more intensiveGangsas
play neliti, but in double density (Fig. 4.2QMalpal is also connected with changes
in dynamic, fromforte to piano and back. It is used in battle scenes or at th& pé

the scene.
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Figure 4.20
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iv. Ngitir
Usingngitir, gangsaglay four tone per oneeliti tone of the same pitch (Fig.
4.21). This type of decoration is used in slow pafta piece and accompanies some

parts of female dances.

I/ I
sangsa (o -

ugal ot I
&

| 108

_|L PR
N

| 188

QL
!

Figure 4.21

v. Norot

Norot embellishment is also adopted frogamelan Gong Gedsstyle,
especially fromelambatanpieces. Playing this type of decoratipojosplay pokok
tone and the next onsangsihfollows it in ngempatdistance (Fig. 4.22). In one
pattern, the last three tones already anticipaenéxtpokoktone, the deepest tone is

the same agokokone. Whilegangsalaynorot, ugal playspayasan.
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Figure 4.22
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Fixed interlocking ornamentation

Fixed interlocking figuration, callekotekan(or, less oftengcandetanor ubit-
ubitar®), is the most striking feature of Balinese instemtal music, especially the
modernGong Kebyarorchestra. These fast, complex figurations perenaatrly all
Kebyar composition. According to the rapid tempo, theeleof intricacy and
preciseness of playing, the best players and aelsesare recognizable. The

technique okotekanis applied to thgangsasectionreyongandkendang.
Fixed interlocking figuration of gangsa instruments

Kotekanmay has been developed from the wish to play #eomtion in
faster and faster tempo, until one single player oat perform all of the notes
aloné”.

The fixed interlocking figurationis most pronounced in the parts played by
gangsainstruments. The fundamental featurekofekanis the fact that botipolos
andsangsihplay differently, but complementary melodic angithimical patterns (as
the figures no. 4.22 and 4.23 show). Haos plays on the beat arsghngsihoff the
beat. These terms, in fixed interlocking figuratmomtext, are defined as the ‘simple’
(polos and the “differing’ 6angsih®.

While their mallets are used at different momenigy create together a
highly synchronized melody. The technique of danmeehas to be really precise, in

order to prevent to the undesired blurring of sound

polos f i g f i e P—F_P_P_i'i
I — I i i — J i
5 — — — [
9 Zy—] i ! i |
pokoke | R FE—— = = —]
Figure 4.23

6 | Wayan Dibia,Ubit-Ubitan: Sebuah teknik permainan gamelan Baknpasar, 1987, p. 15.

5 W. Vitale, Kotekan: The Technique of InterlockiRgrts in Balinese Musi®&alungan Fall 1990:
p. 6.

° R. OrnsteinGamelan Gong Kebyar: The Development of a Balivssical Tradition 1971, p.
226.
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The final melody is created by the interlockingoth of them (figure 4.25).

polos + sangsih
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Figure 4.25

The four most common types oflangsa’s kotekanfiguration are

distinguished as:

I nyog cag figuration
il. nyok cok figuration
iii. kotekan telu

Y2 kotekan empat

In all the following examplesangsihis illustrated by notes with stems going
up, polosby stems going down. For better orientation, #sts are omitted.

i. Nyog cag figuration

The simpleskotekanis nyog cagfiguration. It is a straightforward alternation
betweenpolos and sangsih Polos play on the beat, converging with every second
neliti tone and everpokoktone. Sangsihfollow the direction of thgolos motion
and mirrors the rise and fall of the melody. A &ngattern includes eight notes, two
neliti and onepokok tone. There are many possibilities how to play smagle
melodic period; one of them is shown in figure 4.26
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So, the resulting melody sounds like (figure 4.27):
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Figure 4.27

ii. Nyok cok figuration

The collaboration betwegmolosandsangsihis closer innyok cokfiguration.
One note is shared by bgtlblosandsangsih while another two notes are played by
only one of the playersNyok cokfiguration is characterized by a wavering around
the pokoktone. The resulting melody is identical with thelady created by non
interlocking norot figuration. But while thenorot melody is played byolos and
sangsihseparately, the melody is created now by compleimgeach other.

As in norot figuration, the last three notes from the previpatern anticipate
the next one. Two of them are the same pskktone and are played unisono. As
example (Fig. 4.28 ), | use the same melodic peagohnorot example, to make this

comparison.
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iii. Kotekan telu

Kotekan teluand kotekan empahave a wider range of combination of
rhythmic patterns. Botlpolos andsangsihcan play different rhythmic schema. The
pattern is compounded by a single note, single test adjacent notes or a group of
three notes. This form of interlocking enables daeimpo, so typical for this kind of
decoration.Telu means ‘three’ in Balinese language. Thus, thisepais created by
3 adjacent tones. The inner, middle, tone is shdhedouter ones are played only by
polos andsangsih Polos converges with every tone or every othekoktone. As a
consequence, there is a range of rhythmical pattdfour patterns examples are

given in figure 4.29, but a variety of futher patie exist.
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Figure 4.29

®” As in R. OrnsteinGamelan Gong Kebyar: The Development of a Balihissical Tradition 1971,
p. 239.
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Every pattern has a different quality and a diffiér@nnection with thpokok
tone. Balinese musicians use them according te@ tven intention. Every gamelan
club can use for one song different pattern&aitkan telueven different kind of
ornamentation. Nothing is fixed in Balinese musaverything depends on the

moment of performance.

Several examples given below belong among the roostmon patterns,

used ingamelan Gong Kebyar

In the figure below (4.30), the first pattern frdigure 4.29 is shown.
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Figure 4.30

While looking at figure 4.31, which shows the fdéag melody, the most
interesting feature of this pattern is that, in rgvpattern, groups of three notes
(indicated by brackets) are created independentlytlee beat; this creates a

syncopated rhythm. Every last note from the gragegdes the nepiokoktone.
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Figure 4.31

In example 4.32 below, the second pattern from @a®.21 is used?olos
converges witlpokokon every other beat (starting from the last onghtebeat) and
sangsihfollows it in the manner of this pattern. One nteshared, while the outer

ones are inelu distance.
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The resulting melody follows in figure 4.33:
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Figure 4.33

In the next example (Fig. 4.34), the third patteom figure 4.29 is utilised.
Every part of a single pattern begins and enddhersame tone (‘a’ ‘e’ ‘g sharp’ ‘&’
on the first beat, ‘c sharp’ ‘e’ ‘d’ ‘c sharp’ ofné second beat, and so on, as the

brackets indicate). The resulting melody is clegityble in this example.
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Figure 4.34

It is possible to find many other patterns in Baiiagamelan Gong Kebyar
music. Some of them are relatively simple, somé¢hef are highly sophisticated.
They can be used apart or as a combination of aegéthem. There are therefore

many possibilities and the use and the style diffan village to village.
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Kotekan empat

Kotekan empabffers even more possibilities for combining thiaakotekan
telu. The cell of the figuration now spans four not€sere is no shared tone, but
some kind of a “harmony” is created by sounding wates together imgempat
distance.

Among the most common and most known patterns gelbase shown in
the figure 4.35, but the number of potential patas boundless.
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Figure 4.35

As Vitale state®, three ways how to compoketekan empapattern exist.

I. The pattern can be composed straight away, relihea composer or
the leader;

il. The pattern can be adapted fréwtekan telypattern. The lowepolos
note is matched by the highest notesahgsihand no note is shared
(the shared one ikotekan teltnow belongs t@olospart).

In figure 4.36, a simpketekan telus shown.

8 W. Vitale, Kotekan: The Technique of InterlockiRgrts in Balinese MusicdBalungan , Fall 1990:
p. 9.
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The next figure (figure 4.37, the notes are printgthout stems for
better orientation) illustrates how the highemshgsintones are added.
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Figure 4.37

The last figure (figure 43Bows the finadkotekan empapattern.
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iii. A pattern can be created from tpekoknote. First, thgopokoknotes
are written. Then, according pokok an arbitrary pattern giolosis

created (figure 4.39).
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The rests irpolospart are filled in by the next highest note in sigale (figure
4.40).

polos + sangsih

pokok

Figure 4.40

Then, the lowest note @blosis matched by a tone, which is two steps of the
highestpolos note (in order to create rgempatdistance). These two added notes

create aangsihpart, as is shown in figure 4.41.

polos + sangsih
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Figure 4.41

The “extra”, added notes sangsihpart come to the fore and listeners tend to
concentrate on them. Thus, it seems that these modate their own rhythm, as is

illustrated in figure 4.42 (using the sakuwekan empads in figure 4.38)
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resulting rthythm
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The common types dotekan empatre well-known and a skilled player can
elicit thesangsihpart stright away from thpolosmelody. Sometimes, the composer
requests some less common, more intricate pafiéren, he himself order how to
play it.

All the patterns or just their parts can be comtime a multitude of ways.
The same precept as fhotekan telus accepted now. Nothing is fixed and all the
patterns or every types of elaboration can be coethiAlso the style of playing

changes from village to village.

Combinations of fixed interlocking figuration

As stated above, nothing is fixed within the elabion of a melody. In a
single piece, several types of elaboration cannbgl@yed. Although, for some song,
certain types of elaboration can be used; locahtrans are also common. In figure

4.43, the combination afyog cagandkotekan teldigurations is illustrated.

nyog cag kotekan telu nyog cag
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Fixed interlocking figuration of reyong

Reyongis a metallophone instrument consisting of 12 beokettles, which
are divided between four playéts The range expands frondeng’ to ‘dung,

covering more than three octaves, as is is shoigune 4.44:
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Figure 4.44

Four players are sitting side by side; every ofrtheas a pair of sticks with
wrapped ends. Each of them has a special nameoaittbp (Fig. 4.45):
I penyorog
. pengenter
ii. ponggang
2 pemetit(or petit)
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penyorog pengenter ponggang pemetit
Figure 4.45

Each of them has his own kettles, but can alsordwdr one from the
neighbours. Sometimeg@engentes kettle ‘deng’ is shared withponggang The
second octave can duplicate the first one.

The role ofreyongin gamelan Gong Kebyas both (i) ornamental (playing
fixed interlocking figuration) and (ii) agogic. Theery specific sound of this

instrument enriches the total color of the wholehesstra.

% See page 22, Chapter 3.
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I. Fixed interlocking figuration played bgyong
Reyongcan play three types of embellishmént

i.i. nyok cok
i.il.kotekan empat

i.iil norot

M. Tenzer alleges onlgorot andkotekan empathe calls itubitan empgtin
this instance, while R. Ornstein suggests onijjok cok and kotekan empat
According to fieldwork observation and considenasiothere are actually three types

of reyongfiguration.

Nyok cokfiguration is quite rare; more ofteryongplayers play thé&otekan
empatfiguration (Fig. 4.46 and 4.47), in the same apphoas ayangsainstruments.
While playing it, the players are divided into twairs; both pairs are further divided
into polosandsangsihpart. The second pair duplicates the first onedtave. If the
desired note is not in the range of the playemplags a complementary note, telu

or ngempatistance.
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Figure 4.46

reyong

jublag

Figure 4.47

M. Tenzer alleges onlgorot andkotekan empathe calls itubitan empatin this instance, while R.
Ornstein suggests onlpyok cokand kotekan empatAccording to fieldwork observation and
considerations, there are actually three typesyingfiguration.
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ii. Agogic function ofreyong

This style of playing, calleganjing was developed mostly in 1950 and has
its inspiration inceng-cengplaying®. While playing together wittkendangand
ceng-cengin an agogic way, this part of musical texturecadled is calledocak-
ocakan The main difference betwegranjing and normal fashion of playing is the
way the tone is created. Four kinds of stroke @@nguished. They are:

I. byong— every player strikes two kettles and let themnslp does not
dampen them,;

il. byot - every player strikes two kettles, but in a while dampened
them by applying the sticks softly again;

iii. jet - every player strikes two kettles, but leave gtieks on the knob
of the kettle and dampen the sound directly;

Iv. kecek- players strike the rim of the kettle, which ¢uce tone

without echo and the dampening is not necessatry.

In the following figure (Fig. 4.48);eyong playingkecek is illustrated by a
cross instead of normal head.
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Figure 4.48

The names of these kind of striking the kettle @amematopoetic (word or a

)73

grouping of words that imitates the sound it isatié$ng)'°, as many other terms in

Balinese music.

"' R. OrnsteinGamelan Gong Kebyar: The Development of a Balissical Tradition 1971, p.
308.

2M. Tenzer,Gamelan Gong Kebyar. The development of a Balimessical tradition
Chicago/London, University of California Press, 19@8.282. R. Ornstein uses the terekinstead
the termjet.

3 www.wikipedia.org, accessed March™22008.

78



Patterns of agogic playing are related to the paitef kendangandceng-
cengplaying. The sound, produced by agogic playingeybngcreates a tension in
the music, which culminates angsef* a sudden interruption of the music. It is an
important part of musical texture.

Usually, whilegangsainstruments play interlocking figuratiorgyongplays
ocak-ocakan Reyong can smoothly proceed fromcak-ocakanto interlocking

figurations. This often happen during dance contmrs.

Unfixed interlocking figuration of kendang

The position of th&endangplayer is prominent in gamel&wong Kebyarhe
is the most important member of the orchestra. darnl how to play the basic
kendangtakes several years and it is an endless procéssh \wroceeds throughout
life. Every player has his own style, but featuiaslocal styles can be also
distinguished.

But, in fact, there are usually two drums, playsaaair inkebyarorchestra.
The larger and lower drum is considered to be aaferone and namekkndang
wadon,the higher one, the male one, is narkeddang lanangTogether, they play
interlocking rhythm patterns, which are closelyatetl to thecolotomic structureof
the gong parts.

Within the pair,wadonis the leader and is played on the weak, odd beat,
while lanangis played on even beats, which is also stressedhgg’®. Thewadon
player leads also the rehearsals.

In gamelanGong Kebyardrum patterns are more intricate and complex,than
for example, drum patterns of court ensembles. fEobnique of playing is more
demanding. Technique, body language and clearri¢ks sound are judged.

Thewadonplayer is also the responsible person, who, in el@otnpositions,
watches carefuly the dancer and receives cuegdaaisel(will be discussed later)
from him. Then, by special pattern and movemenbady, the drummer hands on

the cue to the rest of the orchestra.

" Angselwill be discussed later.

> For example, drummer from South Bali has diffesyle of playing than these from North of the
island, but at the same time, every single drunteyr by his own.

"6 But this is not fixed rule, the order can change.
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There are several kinds of strokes for bettdonandlanang,some of which
are more commonly used. | will introduce the veagib ones. The names of strokes

areonomatopoeticas is quite common in Bali.

Wadonstrokes:

Dag (D) — by the right hand, with the fingers in spgtg@osition, which strikes
near the edge of the drum-head,;

Kap (K) — by the left hand, the fingers touch one &eat striking the centre
of the drum-head,;

Kung (k) — by right hand, the thumb rests on the skhilevthe rest of the

fingers strike the edge of the drum-head.

Lanangstrokes:

Tut (T) — by right hand, which strike near the cerdféhe drum-head. The
fingers form a spread position and the sound ispdsn@d by the left
hand, which touches the left drum-head,

Pek(P) — by left hand, which strikes the left drum-thedth fingers in spread
position; the sound is then dampened by the rightlh

77)

Perung(p’’) - the spread out fingers of the left hand strikehatégde of the

drum-head, on the top.

Four main styles okendangplaying are distinguished in gamel&@ong
Kebyar®:
1. gupekan-the most common style, in which players only the# hands;
2. cedugan- a mallet, calleghangul is held in the right hand. This style is
used in repertoire derived frogamelan Gong Gegle
3. krempenganr- uses smaller drums;

4. tunggal— in which a solo drum plays.

" The capitals are later used in notation.
8 M. TenzerGamelan Gong Kebyar. The development of a Balinesgcal tradition
Chicago/London, University of California Press, 19p@. 261.
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There are approximately 15 most common patternghammay occure with
augmantation and diminution and local variationsm8 strokes are common; some
are devoted to a particular style. Some strokewlwle pattern provide the cues,
while some mark the metric pulse.

The drummer also can improvise, but not absoluteyg, within colotomic
structure. In other words, the drum player may ornfge, but at the same time he
must follow the colotomic structure of gongs. Thase also many styles of
improvisation.

Figure 4.49 shows a short example frdreruna Jayacomposition, as
presented by TenZér The first line illustrates the colotomic struaumhile the

second line follow theneliti melody; in the third line, the drumming pattern is

indicated.
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Figure 4.49

4.3.4Angsd

Angselis the name for a sudden abrupt break within tmposition. It is
used mainly in dance compositions. Generally, thientangsel is used in the
following ways: to change the form, to add a rhyihmiscellany, to create an
asymmetry in the melodic line, to change the tempdynamic or to mark the end of
the particular form or composition.

For example, if the dancer wants to change the dyedo tempo, he gives a
cue in the form of special movement to the drumniiee drummer plays a special
pattern through theigal player to the rest of the ensemble. Usually, thacdr's

M. TenzerGamelan Gong Kebyar. The development of a Balinesgcal tradition
Chicago/London, University of California Press, 19[3.282.
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movements are on thd'&nd &' beat, drummer’s pattern on th8 @nd & beat and
the new melodic period starts already on the [fiesit.
Due to this method, dancer and orchestra are algerform together without

any previous rehearsal.

Several kind ofingselexists, for exampf&:

seledet- very common kind, quick movement by eyes andll{aa in photo
4.50);

mender- several steps backward for creating more spadbe front of the
dancer;

nyingklak— fast movements with forearm before the chest.

Photo 4.50_egongdancer, doingeledetangsel

In this section, 4.3, | have attempted to desdtieestructure of a Gong

Kebyar composition. Now, | present a brief analggitheBaris dance form.

4.5 Analysis of theBaris dance

In order to provide an example of the structuregamelan Gong Kebyar
pieces, | have chosen tBaris dance. Originallygamelan Gong Gedaccompanied

8 M. TenzerGamelan Gong Kebyar. The development of a Balinesgcal tradition
Chicago/London, University of California Press, 19f@. 284-5.
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the Baris dance. But, todaygamelan Gong Kebyas used very frequently in order
to accompany this dance. For this illustration, dvén chosen an example
composition, because almost all of the elementsaapécts, discussed above, can be
found there.

The Baris dance is one of many ritual dances. The Indonesiard baris
means ‘a row’, ‘line’, ‘queud. It refers to the soldiers, who had formerly serttee
king. Baris is a warrior dance, which shows physical, maturé patriotic aspects.
The dancer wears a richly-decorated costume (phato 4.51) and a weapon (most
often it is a dagger, calldceris®?). It is danced by men or boys in a group, but also
solo dance exists. There are about 30 kindBasfs dances in Bali, usually named
according to the weapon, which the dancer usesnglufie performance. The
duration depends on the dancer. The dancer lead®rtthestra according to his

intention.

Photo 4.5% Baris dancer

The Baris dance consists of two colotomic formstabuh gilakand tabuh
bapang Both of them are produced from more than one dielperiod.

Tabuh gilak comprises two melodies, as is shown in the figuwsich
follow. Ugal, together with gongs, introduces the first meloBig( 4.43), which is
then played several times, until the dancer docthee the drummer notices it and
changes the melody to the next oargdsel)

81 3. Echols, H. Shadily, Kamus Indonesia Inggrikada, Penerbit PT Gramedia, 2006, p. 54.
82| Made Bandem, The Baris Dance, Denpasar, 1978, p.
& This photo dones from www.indo.comculturebarislhtmcessed April 152008.
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Figure 4.52abuh gilak

Then the second melody (Fig. 4.44) occurs andialsgpeated several times,
too. Further, through anothangsel,the music proceeds with the first melody. Both
of the melodies are eight beats long and the sanieléshment is used — the fixed

non-interlocking figuratioomalpal.
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Figure 4.53abuh gilak

Anotherangselindicates the beginning of the next section ofdbmposition,
tabuh bapangThistabuhis divided into the three parts, which can be dethas A
B A'. First melody (Fig. 4.54), previous introduecedabghort introduction on the

ugal, is eight beats long and it is elaboratedbiekan empdiguration.
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After theangse] another melody (Fig. 4.55), 16 beats long, occlings one
is embellished byorot figuration. Usually, while using this kind of figation, ugal

playspayasafi*.

8 See the Chapter 4 What Is the Structure of Badi@smelan Composition?, p. 42.
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At the end of this part, thengseland short transition (shown in figure 4.56)

sound and the first melody with its elaborationegg again.

o) » -
penyaceh 'i{"‘ug ] IP ;ﬁr IP | IF IF r ii
o I T
Figure 4.56

At the end of whole composition, firgijlak part sounds again, but only the

first melody and in shortened version. The lasetépn get slower.

As a result of the text above, from a Europeantpafiiview, the form is A B

A, while part B is divided into a, b, a sections.tb have not divided thgilak's A
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into the two parts, because, though the melody ggmnthe structural elements of
elaboration and gong parts remain the same.

In the notation, | have omitted purposefully thestinments kantilan,
kendang, reyong, sulingndrebah The reasons are as follokantilan play the same
material apemadebut an octave higher. During my staying in Bahiad no time to
learn to play theaeyongandkendang so | cannot follow their parts exactly. The

Sulingandrebabboth improvise their pafty which make it difficult to transcribe.

The whole piece follows:
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The length of the piece depends on the danceessided above.

Concluding comments

In this thesis, | have attempted to provide a deson of gamelan Gong
Kebyar. This includes its geographical, historicacial and cultural background as
well as musicological analysis of the structureh® music played by this gamelan.
Gamelan Gong Kebyar is highly representative ofifgsle music and dance and

includes accompany to the Legong and Baris darceg&kh as new compositions.
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Summary

The topic of this research project@melan Gong Kebyawhich is scarcely
known in Czech publications. This project resuitsm basic ethnographical
fieldwork undertaken in Bali between September 2806 July 2007 by the author.
This was made possible through a scholarship awdrgdeéhe Indonesian Ministry of
Education.

Gamelan Gong Kebyais the most recent of more than 20 types of
instrumental ensembles to appear in Bali. Itg ficcurrence was in the early™0
century in connection with a wave of newly-creatlathces. In some waygamelan
Gong Kebyarcontinues ideas from older Balinese gamelans —ngnother things,
their tuning and tonal system, notation, the contjws of instruments and its
repertoire. But new dynamic ways of playing, sash virtuosity; ideas of fantasia;
sudden breaks; contrasts; rapid tempi; and marsr @tspects, are now beginning to
be included.

Along with most Balinese ensemblegmmelan Gong Kebyaunses the five
tone system calledelog but with several modifications. The most frequehthe
variations is calledelisir and this can be roughly transcribed as “c shagy,,“e”,

“g sharp” and “a”. The type of notation, which wadaveloped relatively recently, is
callednotasi ding dong

Approximately 20-30 players perform gamelan Gong Kebyaon various
instruments. Most of the instruments are idiophoreeddivided into groups of:
gendes; gongs; and cymbals. The other groups [aerophanesbranophones and
chordophones] are each represented by only oneimnesit.

Gamelan Gong Kebyartompositions are based on a simple melodic period,
which is then subjected to a series of embellishmehis is similar to virtually all
other Balinese instrumental music. The structuresuch a composition can be
divided into the three strata. The first stratyrovides the composition’s
framework, which is called itsolotomic structure The second one comprises the
melody and the last one concerns the embellishiwietite melody in several ways.
All these layers together create the amazinglyariband characteristic sound of the
gamelan Gong Kebyar.
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This thesis contains photos of instruments taketheyauthor and transcribed
musical examples to illustrate and clarify varigasnts.

93



Resumeé

Tématem této bakalské prace je balijskgamelan Gong Kebyade napsana
na zaklad terénni vyzkumu, ktery autorka podniklghlem studijni pobytu na Bali
(od z&i 2006 docervence 2007), ktery ji byl umo&m stipendijnim programem
indonéské viady.

Gamelan Gong Kebyge nejmladSim z vice nez dvaceti balijskych ortfies
Poprvé se na ostréwbjevil na pdatku 20. stoleti. Nastrojovym obsazenim ghad
tondlnim systémem, notaci a repertoarem navazuggamestry starSi,ipdevsim na
gamelanGong Gedea gamelan Pelegongardako novum se ale objevuje virtuozita
hry, velmi rychlé tempo, nahlé pauzy a kontrashudebnim proudu, volny rytmus a
uvolnéna forma.

Stejre jako WtSina ansamlil i gamelan Gong KebyapouZziva gtitonovy
tonalni systém, nazyvamgelog, a rékolik jeho variaci. Zakladni variacedte) se
jmenujeselisir a velmi zhruba rive byt gepsan jako cis d e gis a. Notace, vyvinuta
pomeérné nedavno, se nazyvitasi ding dong

Nastrojové obsazeni se sestav@vpzié z idiofonnich nastré, Jsou to
metalofony genderového typu, gongy a cinely. Aerofony, chordofony a
membranofony jsou zastoupeny jen jednim nastrojdPacetni zastoupeni
jednotlivych nastrdj se niize tiznit, zpravidla byva orchestr téen 20-30 hré.

Zakladem struktury skladbgamelanu Gong Kebyarstejré jako wtSiny
dalSich gamelan je melodicka perioda, jeZ je pak dale zdobenaldhbuai struktura
se totiz d@li na i casti, znichz kazda pracuje s melodickou periodimymn)
zpisobem. Zakladni kostra je dana gongy. Ve druhévdrspakuji melodické
nastroje periodu stale dokolai€fi, zdobici vrstva, je pro gamelan Gong Kebyar

VVVVVV
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Zusammenfassung

Der Gegenstand der vorliegenden der Bachelorariseéitdas Orchester
gamelan Gong Kebyarwelches auf der indonesischen Insel Bali beheimdtee
Grundalge bilden die Ergebnisse einer Feldforschweajche die Autorin wahrend
ihres Studiums auf Bali von September 2006 bisZ0i7 unternommen hat und die
ihr durch das Stipendienprogramm der indonesisé&teznerung ermaglicht wurde.

Gamelan Gong Kebyarst das jungste von den mehr als 20 balischen
Orchestern. Zum ersten Mal spielte es auf der laseAnfang des 20. Jahrhunderts.
Mit seiner instrumentalen Besetzung, Einstellungl iMotation sowie auch im
Tonalsystem und Repertoire setzt es die Tradddemalteren Orchester, vor allem
desGamelan Gong Gedend desGamelan Pelegongafiort. Neu dagegen sind seine
Virtuositat des Spieles, ein sehr schnelles Temfiizliche Pausen und Kontrasten
im Musikstrom, sowie freie Rhythmen und die losenfo

Genau wie die Mehrheit von ,ansabl”, benutzt a@Bdmelan Gong Kebyar
ein FUnftonalsystem,pelog genannt und ein paar seiner Variationen. Die
Grundvariation pate) heidtselisierund man kénnte die Téne ungefahr als cis d e
gis a beschreiben. Die Notation hat sich erst etativ kurzer Zeit entwickelt und
wird notasi ding dongenannt

Die Instrumentalbesetzung besteht vorwiegend audfonidchen
Instrumenten. Dies sind Metalofons deendertyps Gongs und Becken. Aerofons,
Chordofons und Membranofons werden nur durch estrument vertreten. Die
zahlenméaRige Besetzung einzelner Instrumenten kanieren, wird aber meistens
durch ein Orchester von 20-30 Musikern gebildet.

Der Grund der Struktur des Werkes v®amelan Gong Kebyagenauso wie
die Mehrheit anderer Gamalans, ist die melodischeoBe, welche in der Folge
weiter ausgeschmuckt wird. Der Musikstrom teilths@abei in drei Teile und jeder
Teil arbeitet mit der melodischen Periode auf eindere Weise. Das Grundgestell
ist mit den Gongs gegeben. In der zweiten Schicdterholen sich die melodischen
Instrumente der Periode immer wieder. Die drittehnsiickende Schicht ist die
typischste furGamelan Gong KebyaAlle diese Teile bilden die charakteristische,

klingende Stimme dieses Orchesters.
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Die vorliegende Arbeit beinhaltet auch die Fotfigraaus dem Archiv der
Autorin, wenn nicht anders gesagt wird und Notehpro
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Apendix | : additional photos

App. 1 Ni Wayan Nondri, femalgalang during the performance, surrounded by
musicians.

-

App. 2 The scene from backstage
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Appendix Il: notation

App.9 Barisdance in Balinese notation
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Appendix Ill: CD which accompanies this thesis
CD record oBaris dance

Track 1 -Baris dance, played by I®Jamelan Gong Kebyagroup
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