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MUH 2051/2512 (Bakan) lecture notes, Ch. 7 (Bali/Indonesia) 

Students—Read and review the opening chapters and learn the following on your own:

· Map locations (p. 87): Java and Bali (islands/Indonesian provinces); Jakarta, Bandung, Yogyakarta, Surakarta (Javanese cities); Denpasar (Balinese city)

· Timeline dates (p. 88—link to relevant materials in the chapter) 

· Basic background info on Bali and Indonesia 

· What is the capital of Indonesia? Of Bali?

· How many islands in Republic of Indonesia? Inhabited? 

· Region of world and other countries there? 

· Population of Java, of Bali, of Indonesia

· History of Republic of Indonesia (as independent nation, as Dutch colony, pre-colonial history, religious strata) 

· Features of Agama Tirta (Balinese Hinduism) 

· Bali Aga (box, p. 92) 

· Caste and class in Bali (box, p. 100) 

PART 1 (pp. 87-99)

· Focus of this unit is gamelan music, specifically certain gamelan traditions of Bali. We will focus mainly on one type of Balinese gamelan, the gamelan beleganjur, and also devote some attention to the Balinese gamelan gong kebyar, as well as to Central Javanese court gamelan (gamelan kraton), which is identified mainly with two Javanese cities: Yogyarkarta and Surakarta.

· Link between interlocking as a musical elements and the values  and practices of interlocking--social, spiritual, and metaphysical--as key cultural element. 

· I want to focus on the actual instruments and musical-cum-musicultural aspects, so we’ll move quickly through background and context information, which students should read and review on their own. 
· Gamelan: generic term for a diverse class of mainly percussion-dominated music ensembles found on Bali, Java, and other Indonesian islands (related ensembles elsewhere in SE Asia too). 

· Bali
· small island in center of Indonesian archipelago

· province of Republic of Indonesia (R of I founded in 1945, consolidated 1949) 

· Indonesian nation occupies territories of former Dutch colonies, collectively was the Dutch East Indies Company. 

· Efforts at national unification: Bahasa Indonesia, “Unity in Diversity (and its attendant cultural nationalism

· Indonesia mainly Muslim (world’s largest Muslim nation) but Bali predom. Hindu: Agama Tirta. Hindu relig. and culture brought to Bali from Java beginning 13th c. (though with roots in Indian antiquity); gamelan music accompanies virtually all rituals and performances assoc. w. religion. Hindu-Balinese cosmology (Upper, Middle, Lower Worlds—Triloka) very important in terms of how music functions, musical symbolism, etc.

· Balinese gamelan gong kebyar/Central Javanese court gamelan comparison
· the two best-known types of gamelan (though there are many, many more—25 on Bali alone). 

· Common basis in: instrument types; cyclic forms; related pitch systems; multipart textures and musical organization (stratification, core melody/elab etc.); assoc. w. dance, dance-drama, shadow puppetry forms; entrenchment in Hinduism (even in Muslim Java). See bullet list, p. 93
· Despite these common foundations, sound different (reflecting different histories, sociocultural values, pre-Hindu vestiges in Balinese music (mention Bali Aga [p. 92]). Students: on your own, compare CD 1-6 (C. Javanese) and CD 2-2 (Balinese kebyar) 
· VIDEO CLIP 1: Central Javanese wayang kulit (shadow puppetry) accomp. by gamelan (Source: JVC 10-2) [Mahabharata story, dalang (puppeteer), all-night perf.)

· VIDEO CLIP 2: Balinese gamelan gong kebyar (“Sekar Jupun”) [kotekan (interlocking), gong cycle, kebyar form, gangsas, reyong, kendang (drums)] (Source: JVC 9-1)

· Balinese gamelan lecture demo (mainly on beleganjur) 
· First, demonstrate paired tuning (male-female) and ombak on calung [explain it’s a gangsa-type metallophone] (This accounts for the “shimmering” timbre of gamelan such as that heard in the video ex. and CD 2-2) 

· OR OMI 21 (paired tuning) and OMI 22 (ombak) 

· Second, play Musical Guided Tour (p. 96-97—REF. STUDENTS TO OLC MGTs [but use personal CD tr. 27] (Point to actual instruments, illustrate things as they come up.) 

· Third, Kecak-based class vocal exercise (to illustrate kilitan telu); discuss k.t. as symbol of communal interdependence 

· [??? Fourth (if time), gangsa kotekan illustration (Palawakya:  [1-12-1-2] polos against [-3-23-32] sangsih) [as melodic “rendition” of kilitan telu interlocking]  ]
· Fifth, have student volunteers play beleganjur instruments  (while others chant “kecak style”) 

PART 2 (Kecak--pp. 97-98)

· Kecak (gamelan suara) [CD 2-3] [STUDENTS: learn on your own, pp. 97-98 about Kecak re: Sanghyang Dedari, Ramayana (Abduction of Sita), “monkey army,” cross-cultural collab w. Walter Spies re: German film; modern/traditional “status” complexity]

· VIDEO CLIP 3: Kecak (Source: JVC 10-1) 

PART 3 (Beleganjur in cremation rituals—pp. 99-103) 

· Cremation rituals (ngaben): gamelan beleganjur of key importance 

· Cremation (and other mortuary rituals) responsibility of the banjar (“neighborhood organization”—read about it, p. 99); sekehe gong (gamelan club) at banjar level too

· Procession from home to Temple of the Dead (dedicated to Siwa) [mention mass cremations, too?] 

· Perilous journey of the atma, role of the beleganjur group

· Interlocking of Middle World (human), Lower World (bhutas, leyaks), Upper Worlds (gods, deified ancestors). Battle between people and evil spirits for the soul of deceased, who humans want to ascend but evil spirits want to capture and drag to underworld

· Positioning of beleg. behind tower

· Pace-keeping responsibility

· Frighten, deflect evil spirits (bhutas, leyaks)

· Embolden the atma of the deceased

· Inspire, strengthen tower carriers 

· Music quintessentially “functional” 

· CD 2-4 (cremation beleg) and follow GLQS in box on p. 102 (have students read 101-02 narrative on their own)

· VIDEO CLIP 4: Cremation w. beleganjur
· High-energy music with driving “eighth note” interlocks (rather than more intricate kilitan telu “sixteenth notes”) at the dangerous crossroads. Called malpal [CD 2-5] 
· “beleganjur ladder” on which soul ascends during the actual cremation (burning) at the cremation grounds

· [Mention final post-cremation purification ritual (memukur)] 

· http://www.youtube.com/watch?v=36Z3ldREM8k (Procession in Ubud, Bali, featuring multiple beleganjur and other gamelan groups. This would appear to be a melis procession, in which arca (deities), represented in effigies, are honored and are ultimately ritually bathed). 
PART 4 (Beleganjur contests [lomba beleganjur] and contest music [kreasi beleganjur]—pp. 103-110) 

· Battle metaphor (from battles between human and malevolent spirit forces, to historical battles of warfare, to contest battles between groups from different banjars or regions) 

· Warrior image and kepahlawanan (heroic) identity [VIDEO CLIP 5: Baris “Warrior” dance] 
· Contest style (kreasi beleg.) showy and virtuosic, competitive purpose aimed at impressing (audience and judges); versus traditional/ritual beleganjur, which is quintessentially functional in purpose. 

· TRAD. VS. KREASI

· Similar (p. 105): instrumentation, gilak gong cycle, core melody ostinato, kilitan telu basis of interlocking, standard drum (kendang) patterns and reyong melodic elaborations, processional performance medium; “heroic” (kepahlawanan) ideal

· Differences (p. 106): emphasis on compositional originality (novelty, innovation), ensemble [not individual!] virtuosity, showmanship (mention gerak [choreography—box on p. 107], varied textures from one section to another; 3-part forms (in demonstrasi), fast-slow-fast (kawitan-pengecet-pengecet)

· Key transformative processes: kebyarization, classicization
· Kreasi beleg. musical/video examples
· CD 2-6 (Contest performance—music by I Ketut Sukarata). Procesion approaching from distance followed by opening of demonstrasi (demonstration section of performance) 

· CD 2-7 ( “Wira Ghorava Cakti ‘95”—composer: Suandita)

· 3-time champion composer (’90, ’91, ’92) in Bali’s leading beleg. Contest

· highly innovative composer, but also capable of balancing novelty and innovation with adherence to tradition

· notable stylistic features (p. 109): 

· sections where gong cycle and time-marking instruments drop out (e.g., under reyong feature sections)

· 8-part cymbal polyphony rather than just the 3 kilitan telu patterns

· great variety of rhythms and textural contrasts (compared to more conventional kreasi b. pieces like CD 2-6)

· blurring of distinctions between “slow” and “fast” movements

· FOLLOW GLQS WHILE LISTENING, pp. 109-110

· VIDEO CLIP 6: Meranggi championship performance, 1992 (original performance of same piece on CD). Note gerak, cymbal interplay, etc.

PART 5 (Cross-cultural gamelan and gamelan-inspired music, p. 110-114)

· Debussy --  Paris World’s Fair, 1889, saw and heard gamelan. Influenced his subsequent music (though he never specifically verified that in anything documented). 

· Ex. “Pagodes” (and other piano works) [tr. 1 of lecture CD—not on CD set]

· Long list of other composers: Cage, Lou Harrison, Colin McPhee, Steve Reich, Phillip Glass. Western composers who have deeply studied and composed for Balinese gamelan: Michael Tenzer, Wayne Vitale, Evan Ziporyn (mention Sekar Jaya group) 

· Ex. McPhee, “Tabuh-Tabuhan” [tr. 2 of lecture CD—not on CD set] (if time)
· Ex. Harrison, “Double Concerto” (for violin, cello, and American gamelan) [tr. 3 of lecture CD—not on CD set] (if time)

· Flipside: Indonesian composers writing musik kontemporer pieces (e.g., I Ketut Gedé Asnawa, I Nyoman Windha)

· Ex. Ziporyn and Windha, “Kekembangan” [tr. 5 of lecture CD—not on CD set] (if time)

· University gamelans: UCLA, Wesleyan U., FSU, etc. 

· “B.A.Ph.PET” (Bakan) [CD 2-8] for gamelan, electric bass, synths and synth drums, with scratch turntable soloist (Charles Tremblay). All parts composed except turntable solo, which was improvised. 

· Key to rhythmic structure a “truncated” variant of the basic kilitan telu rhythmic pattern, which is subjected to interlocking (kotekan) procedures common to trad. Balinese gamelan (see Fig. 7.2, p. 112)
· Combo of gong cycle/chord progression, Balinese core melody/Western melody, Balinese/funk rhythms, etc. (FOLLOW GLQS, pp. 113-14)  

· Bonus youtubes (if time):

· http://www.youtube.com/watch?v=t5z4ndtFXE8 (“Ogoh-Ogoh” slide show) 
· http://www.youtube.com/watch?v=b93j52c9MKg (Kristina, "Dangdut Abis"--w. sitar in the mix!)] 

