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EDITORS' PREFACE

This issue of Oideion; The Performing arts world-wide is a special one on the
occasion of the tenth anniversary of the Nederlandse Vereniging voor
Etnomusicologie 'Arnold Bake' (Netherlands Society for Ethnomusicology 'Arnold
Bake'). Its appearance coincides with the 11th European Seminar in Ethnomusicology
in Rotterdam, 13-17 September 1995.
The subtitle 'Ethnomusicology in the Netherlands: Present situation and traces of
the past' reflects the wish of the editors to present an overview of the major activities
in the Netherlands and of Dutch researchers in the field of ethnomusicology. In Part
I, three introductory articles outline the past and present of the Dutch study of nonWestern music. Marjolijn van Roon follows the traces of the first pioneers, a
landmark being the appointment of Jaap Kunst as reader at the University of
Amsterdam in 1953. When Kunst died in 1960, more scholars than ever before were
studying non-European performing arts. Wim van Zanten discusses the different
approaches to these performing arts studies, and he sketches the institutional settings
in which ethnomusicologists have worked over the last 35 years. Peter van Amstel
and Huib Schippers discuss the development of world music, the more practically
oriented side of the field.'
Part I continues with three articles on Dutch individuals and their work, the
ethnomusicologist Jaap Kunst, the folk song collector Ate Doornbosch, and the
composer Ton de Leeuw. An unusual incident in colonial political history is reported
by Marjolijn van Roon, namely the appointment of Jaap Kunst as government
musicologist in the Dutch lndies (1930-1932) and what led up to that appointment.
In the Netherlands it was the folk song and folk dance movement, among other
things, that stimulated the interest of the general public in non-Western music. Frank
Kouwenhoven interviewed one of the Dutch folk song collectors, Ate Doornbosch,
well-known from his radio programme Onder de Groene Linde. Composers of
Western classical music also became interested in the music of other cultures. Rokus
de Groot explains how the Dutch composer Ton de Leeuw used his knowledge of
non-Western music to arrive at the concept of 'extended modality'.

1

The editors use the terms 'ethnomusicology' and 'world music' in the way they are normally used.
They do not wish to engage in debate about terminology here.
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Part II presents a selection of articles on Indonesian music and dance. Bart
Barendregt describes how each school of the silat, a martial art of the Minangkabau
of Sumatra, has its own dances that have a place in the ritual preparation for combat.
The basic movements of silat are analysed; their classification is shown to reflect
traditional Minangkabau concepts and Sufi ideas. Paula Bos relates how her search
for the music of the large flute foi meze in Flores was instrumental in reviving its
performance, and Henrice Vonck discusses the role of gender wayang music in
Balinese shadow theatre. From a completely different perspective, Amrit Gomperts'
article about tunings, tone systems and psychoacoustics, based on careful
measurement and analysis and using modern computational methods is a welcome
contribution to experimental research in ethnomusicology. In the last contribution on
Indonesian music, Wim van Zanten gives an overview of the systems used to notate
music in West Java since the beginning of the 20th century and describes the
influence of the notational system of Machyar Kusumadinata.
Part Ill focuses on various regions of Asia: India, Japan, China and Tuva. Emmie
te Nijenhuis discusses the techniques of composition, especially the rules regarding
the musical setting of a text, as described in early medieval Sanskrit texts, and to
what extent these techniques were continued in later South Indian songs. Rembrandt
Wolpert describes how to use the computer to analyse transtabulations of Japanese
music. He argues that this is a more direct and advantageous way of analysis than the
one based on transnotation of the manuscripts into Western staff notation. Antoinet
Schimmelpenninck and Frank Kouwenhoven explain that Chinese women are not
always 'shy' and 'delicate'. In the rural areas near Shanghai they also sing the rough,
bold and loud songs which are known primarily as the repertoire of men working in
the fields. In the following article, Marjolijn van Roon reports on her interview with
Dai Xiaolian, a guqin master from Shanghai Conservatory, on teaching and
performing. The last contribution, by Mark van Tongeren, is about Tuvan throat
singing. He explains why the Tuva in Mongolia describe xoomej as throat singing
rather than overtone (or biphonic) singing.
This special issue of Oideion ends with some general information, including a
concise summary of ethnomusicological collections in the Netherlands, and a short
list of addresses of Dutch institutes, museums, societies and foundations. We hope
this will be useful for ethnomusicologists and world musicians from all over the
world. Finally, the reader may find some biographical data on the authors.
We would like to thank Ann Cable, Rita DeCoursey, Rosemary Robson and Ria van
Yperen, for correcting the English. The support of the Research School CNWS,
University of Leiden, is very much appreciated. Illustration materials were made
available by many; we are especially grateful to Gerard Kroeze, Felix van
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Lamsweerde of the Royal Tropical Institute, P. Voorhoeve, University of
Amsterdam: Faculty of Arts, CHIME Foundation, Donemus Foundation. We would
also like to thank Ellen van Zanten - Wervelman for her editorial assistance.

Wim van Zanten
Marjolijn van Roon

ETHNOMUSICOLOGY IN THE NETHERLANDS;
THE PIONEERS

Marjolijn van Roon

Abstract
The present article gives an overview of the life and work of the first pioneers in the field of
ethnomnsicology; it will deal in particular with Dutch-language publications, activities and events
initiated and executed by the Dutch or under Dutch auspices (hence including activities and events
in the former Dutch colonies), and the work of Dutch specialists on a national or international level
-- at home or abroad. From this pioneering work, mainly in the first half of the twentieth century,
gradually evolved a larger movement resulting in the first societies and in research projects on a more
international scale.

Introduction
The earliest descriptions and studies of non-European music are to be found first and
foremost in documents produced by sailors, merchants and missionaries. One such
early Dutch description is that by the physician Willem Lodewycksz, who joined the
first Dutch fleet to the East Indies, led by Cornelis de Houtman, from 1595 to 1597.
He gives us the following description of a group of inhabitants of Madagascar
performing a war dance, for example: 'performing grotesque leaps and creating a
great din with their feet, like a herd of horses all galloping together, so that one could
not avoid the dust they kicked up behind them with their feet; the women sang and
clapped their hands, sustaining the tune while making gentle steps' (quotation of
Lodewycksz in Hooijer ca.1925 :23). 1 There are many more entries in personal
diaries or more official accounts besides which mention 'exotic' music, if the writers
were prepared to call it 'music' at all.
A genuine and more or less scholarly interest only began to develop in the course of
the nineteenth century, under the influence of the eighteenth-century 'dictionnaires'
and encyclopaedias. The attention was focused particularly on the Far East, as it was

1

' ... makende selfsame .1pronghen, ende groot ghetier met de voeten, als ofter een compaegnie
peerden in troupe gherent hadden, also dat men niet vrij en was van tsandt, dat zij mette voeten achter uyt
smeten, de vrouwen songhen ende clepten in haer handen, houdende den thoon met saechtte treden.'
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believed to have links with antiquity, which was thought to have been influenced by
the Orient. There was no question of a recognized area of study or of a musicological
discipline until the end of the nineteenth century, when Guido Adler was the first, in
1885, to try and formulate a definition. This ran: '... die vergleichende
Musikwissenschaft, die sich zur Aufgabe macht, die Tonprodukte, insbesondere die
Volksgesiinge verschiedener Volker, Liinder und Territorien beruj5 ethnographischer
Zwecke zu vergleichen und nach Verschiedenheit ihrer Beschaffenheit zu gruppieren
und sondern' (comparative musicology, whose object is the comparison of the
musical products, and more particularly the folk-songs, of various peoples, countries
and regions for professional ethnographic purposes, and their differentiation and
classification according to the diversity of their nature).
The Dutch nobleman Van Aalst, who was commissioner with the Chinese
Imperial Customs Service in Shanghai, wrote a book on Chinese music (1884) that
fits this definition well. In his Introduction he wrote: 'In the description I give here
I will endeavour to point out the contrasts or similarity between Western and Chinese
music, to present abstruse theories in the least tiresome way, to add details never
before published, and to give a short yet concise account of Chinese music'.
He had carried out careful and detailed research into the backgrounds and
theories of Chinese music. So he had given a detailed exposition on the Chinese tonal
systems, a clarification of a number of musical forms and genres, and a description
of the Chinese musical instruments with which he was familiar, among other things.
This made him one of the first Western scholars to write on Chinese music in so
much detail and supported by so much documentation. 2

The pioneers
The true turning-point was brought about not by a musicologist but by a phonetician,
however. Alexander John Ellis published his famous article, 'Tonometrical
observations on some existing non-harmonic scales', in 1884, and an extended
version of this, 'On the musical scales of various nations', in 1885. As we know, he
demonstrated the relativity of the Western tonal system here by contrasting it with
differently organized non-European tonal scales. It provoked enthusiastic reactions
from a number of European scholars, who, following Ellis' example, performed tone
pitch measurements on the non-European instruments of which collections had
meanwhile been formed in various European museums and archives. In the
Netherlands, Jan Pieter Nicolaas Land studied the Javanese game/an, like Ellis. His
work has won recognition through his prologue, 'Over onze kennis der javaansche

2

There was only one publication preceding Van Aalst's work, namely the 1780 article by the
Frenchman J.-M. Amiot.
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muziek' (Land 1890b), to the publication Gamelan te J ogjakarta by the physician
Isaac Groneman, a resident of the then Netherlands East Indies, who gave a
description of this gamelan by reference to a series of photographs (Groneman 1890).
This publication is commonly regarded as one of the first important studies on
Indonesian music. 3 Land's interest in non-Western tonal systems had been stimulated
among other things by his research as Professor of Classical and Oriental Studies. So
he had done research into the history of Arabic, and more specifically Muslim,
musical theory (Land 1880, 1885a, 1885b, 1886 and 1893).
The interest of Orientalists like Land was usually wide-ranging, music being
merely one of a number of subjects by which they were fascinated. As a consequence
of the extensive reading in their subject which especially Sanskritists were obliged to
undertake as part of their preparation for a career in the Orient, they became
acquainted with the 'classical' Oriental music repertoire almost as a matter of course.
'Classical' was the label affixed by the Europeans to cultural products and activities
that had a long tradition of mastership and especially technical sophistication behind
them and which appeared to have eventually come into full flowering.
At the beginning of the 20th century, this interest in the Orient produced two
influential researchers. These were, firstly, the musician-cum-Orientalist Arnold Bake,
whose entire work is concerned with Indian music, and secondly, the diplomat Robert
van Gulik, who published only a few works on music but whose book on the Chinese
guqin, The lore of the Chinese lute (van Gulik 1969a), is still regarded as a standard
work today. 4 Like Bake, Van Gulik had been trained as an Orientalist, at Leiden and
Utrecht. What these two scholars have in common, and what at the same time makes
them so special, is the fact that they later trained with the masters whose music they
studied.

Robert van Gulik (1910-1967)
Robert van Gulik mastered the art of playing the guqin to such perfection that he was
accepted as an equal by the brotherhood of Chinese guqin masters. The lore of the
Chinese lute amply testifies to his all-round talent (Van Gulik 1969a). At the time of
its publication, in 1940, most scholars were still concerned with exclusively musical
analyses or musical facts, without reference to social or other non-musical factors.
Van Gulik, on the other hand, felt at home in the field of Chinese history, Chinese
customs, Chinese language and literature, and the structure of Chinese society. He

3

Land had already published an article on Javanese music, 'Uber die Tonkunst der Javanen', in
Vierteljahrschrift fUr Musik- Wissenschaft earlier that same year (1890a:193--215).
4
Van Gulik published a supplement to this, Hsi K'ang and his poetical essay on the lute, a year later
in 1941 (Van Gulik 1969b).
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tried to assimilate all the rules of Chinese etiquette, of which the image of the scholar
as a master of the art of the guqin - as a sign of culture - was an inseparable facet.
His erudition and practical knowledge as a player are reflected in his publication on
the Chinese lute. Besides giving a detailed description of the instrument and the
technique of playing it, he devotes many pages of this book to a study of the social
position of the guqin player and of the symbolism of the instrument over the ages.
Tsun Yuen Lui wrote in a review of a reprint of The lore of the Chinese lute that
'Van Gulik was extremely knowledgeable in the ideology of the ch'in, an
accomplishment that has endeared him to all Chinese scholars' (1971:289; see also
Barkman and De Vries-Van der Hoeven 1994).

Plate 1: Arnold Bake recording with a phonogram, Ceylon 1932
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Arnold Adriaan Bake (1899-1963)
Arnold Adriaan Bake, eleven years Van Gulik's senior, started his career as author
of a doctoral thesis (1930) containing an English translation of the Sanskrit text of an
eighteenth-century Indian treatise on music, Sangita Darpana. He, too, was a very
versatile scholar, but he consciously opted for two specializations: Oriental languages,
in particular Sanskrit, and Indian vocal music, which held a special interest for him
as a trained (Western classical) singer himself. He was exceptionally talented in both
fields. He combined his talents in his study of Indian music, becoming the first allround Dutch ethnomusicologist, as he not only did field work in India and Nepal with
the aid of both visual material and sound-recordings (see also 'Ethnomusicologieal
Collections' in the present volume), but also learned the art - in his case of
'classical' Indian singing - from a local master as a participant observer. He, too,
achieved such consummate skill in this art that he was treated as an equal by Indian
musicians. In contrast to Van Gulik, however, Arnold Bake made it his life's work
to pass his knowledge of this music on to others by giving Indian music recitals and
lectures in which he himself sang the music of his examples. Strongly influenced by
Rabindranath Tagore from the beginning, Bake also performed the songs composed
by Tagore - to the great pleasure of he poet himself. He moreover devoted several
publications to the life and work of this Indian master (see for example Bake 1931
and see for extended bibliography Brough 1964).
After finishing his studies at Leiden, Bake embarked on his career on a
scholarship awarded him by the /nstituut Kern to conduct research in India. The
financial support from the Kern Institute was withdrawn as a consequence of the
retrenchments imposed by the economic crisis in the Netherlands two years later, in
1932, however. Bake subsequently tried to stay on in India at his own expense,
earning his livelihood by giving concerts and lectures. He was granted another
scholarship from 1937 to 1944, this time by Oxford University. He returned to
Europe in 1946, settling in England, where in 1948 he secured an appointment as
lecturer of Sanskrit and Indian music at the School of Oriental and African Studies
in London. His pioneering work was rewarded with his appointment as chairman of
the Committee for Ethnomusicology of the Royal Anthropological Institute in 1963,
towards the end of his academic career.
Bake remained in touch with his native country throughout his career. He was
among other things a corresponding member of the Koninklijke Academie voor
Wetenschappen (Royal Academy of Sciences), while he also gave regular guest
lectures in the Netherlands, so stimulating many students to take up non-Western
music. One of the present curators of the ethnomusicological department of the Royal
Tropical Institute (Koninklijk lnstituut voor de Tropen, formerly Koloniaal and
Indisch lnstituut) in Amsterdam, Felix van Lamsweerde, for example, was awarded

6
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a scholarship to specialize in research on Indian music under Bake in England after
completing his course in cultural anthropology.
Bake maintained intensive contacts with his colleagues in the Netherlands, as
witness his lengthy correspondence with Jaap Kunst, for instance. He was also an
active member of various European and international associations stimulating research
in ethnomusicology and folklore:'
One of his students, Nazir Ali Jairazhboy, writes about him: 'Bake was an avid
still photographer and also shot a number of 16mm (silent) films of the performing
traditions he encountered. With the ethnographic notes and th() song texts and
translations he gathered, his work can be regarded as the most important
ethnomusicological endeavour of this period in the area.' (Jairazhboy 1993:280.)

Johann Sebastian Brandts Buys (1879-1939)
The musician Johann Sebastian Brandts Buys was the absolute opposite of the
Orientalists Bake and Van Gulik. Brandts Buys was initially active as a music
lecturer, organist and music critic in the Netherlands. He decided in 1917 to go and
settle with his wife, the sculptor Anne Brandts Buys, in the Netherlands East Indies.
Here he made his living chiefly by working as a journalist, though he took an interest
in the indigenous music of this Dutch colony from the beginning, with the active
support of his wife. 6 He was especially fascinated by the traditional music of the
'ordinary' people and only started concentrating on the gamelan music of the royal
courts at a later stage. This was quite unusual, as up to then European researchers
had shown an interest mainly in the music of the Javanese courts, as a consequence
still of the above-mentioned tendency among nineteenth-century European scholars
to focus exclusively on the early, so-called 'classical', traditions of other cultures.7
Brandts Buys, on the other hand, was to write 'about the appreciation and the study
of indigenous music, more particularly folk-music' - the title of one of the chapters
of the book De toonkunst bij de Madoereezen (The music of the Madurese; Brandts

5
For the correspondence between Bake and Kunst, see the correspondence archives of Jaap Kunst,
P.C. Hoofthuis, DNL room 463, and see Van Proosdij and Van Roan 1992 (Jaap Kunst, correspondence
1920-1940; An annotated index).
6
Atme Brandts Buys spent her first years in the Netherlands East lndies doing a sculpture
commissioned by the Department of Government Works. She later secured a position as teacher, she and
her husband being obliged to live on the salary from this, as Brandts Buys' journalistic work hardly
brought in any money.
7
Pigeaud's remark about Brandts Buys, 'He did not feel capable at first of dealing with the music
of the great Javanese orchestra, or game/an, which is so enigmatic to the uninitiated' (Pigeaud 1940:3) is
an apt illustration. I am inclined to believe rather that Brandts Buys' socialist ideas were important in
stimulating an interest in the music of the 'ordinary people'.
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Buys, J.S. and A Brandts Buys-Van Zijp 1928:44), which has since become
famous. 8 Together with his wife he wrote 'Toeters en piepers' (Hooters and beepers,
1925-26) and 'Snorrepijperijen' ('Bull-roarers' etc., 1924-32), but he also wrote about
'Het gewone Javaansche tooncijferschrift (Het Si'tli'tsche Kepatihan-schrift)' (Javanese
cipher system for musical notation, 1940). He published the majority of his articles
(about 25) in Djawa, the journal of the Java Instituut (Java Institute), which was
founded in 1918 with the object of fostering and conserving the Indonesian cultural
heritage. Its institution inspired the so-called 'cultural congresses' (1918-1921), at
which Brandts Buys played a prominent role. During the 'discussions on the
possibilities of promoting music in Java' in 1920 his comments on the subject
provided the point of departure for the subsequent deliberations. 9 He asserted, for
example, that Javanese music would have to develop 'autonomously, as well as in
conjunction with other kinds of Indonesian music, such as Sundanese and Balinese,
or with other kinds of Oriental music, such as more recent Hindu or even Mainland
Southeast Asian ('Achter-Jndische') music, if possible. Anything sooner and rather
than Western influences.' (Reports, Beraadslagingen 1921:287). The majority of the
participants in this congress, including members of the Indonesian intelligentsia,
agreed with this generally, although they were also inclined to believe that music
teaching might benefit from Western theories and methods, such as, for example, the
system of musical notation. In that case, a special system adapted to the specific
characteristics of Indonesian music would have to be evolved, however. 10 Towards
this end a special music prize was offered in the hope of challenging as many
musicians as possible to devise such a system (see Reports, Beraadslagingen
1921:301-302, and the Kunst - Brandts Buys correspondence, 1920-1925). There
were fewer entries in this contest than had been anticipated. Eventually, after various
calls for entries, however, it was possible for a winner to be selected in 1924 (see
Brandts Buys 1924:1). None of entries were suitable for immediate application.
One of the entrants was Linda Bandara, otherwise known as Ms. Hofland, who
was engaged in the study of Indonesian music in collaboration with, among others,
the German researcher, musician and painter Waiter Spies. Neither published
anything of consequence in the field of musicology, but their findings were respected
by other researchers, and Spies in particular was often referred to in analyses of
game/an music. His transcriptions of gamelan music, which he managed to arrange

8
9
10

The publication of an English translation by Linda Burman-Hall is in preparation.
See also the article by Van Roon: 'Jaap Kunst, government musicologist' in the present volume.
See also Van Zanten's article about notation in the present volume.
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for the piano (for which he adapted the tuning of the piano to produce the right
notes), raised much comment.
The Java Instituut's competition for a system of notation for Indonesian music
was a mere incident in the history of Dutch ethnomusicology, but it typifies the
double role which local researchers believed they were obliged to play, in contrast to
those of their colleagues who only analysed non-Western music from behind their
desks in Europe. Musicologists like Brandts Buys and the pioneer Jaap Kunst, who
will be mentioned below, not only collected and analysed data, but also took the
cultural heritage they studied under their personal protection. They wanted to
conserve it in its 'pristine' form and tried to 'educate' indigenous musicians to have
the same academic appreciation, paradoxically in the belief that only in this way
could indigenous music survive Western influence. For the time being they felt that
the collection, classification and recording of all the musical material was the main
thing. Someone who should definitely be mentioned in this connection is Theo
Pigeaud, who went to great pains to collect all the available sources on the subject of
Javanese drama. Next to his extended article 'Over den huidigen stand van de toneelen danskunst en de muziekbeoefening op Java' (about Javanese drama, dance and
music; 1932), his book Javaansche volksvertooningen (Javanese popular theatre) still
provides the starting-point for studies on Javanese theatre today (Pigeaud 1938).

Jaap Kunst (1891-1960)
The same Instituut Kern which had financially supported Arnold Bake in 1930
offered a contribution for the appointment of Jaap Kunst as government official in
charge of systematic musicological research in the Indonesian archipelago, a unique
one-off function in Dutch colonial history (see also the article 'Jaap Kunst,
government musicologist' in the present volume). Jaap Kunst had taken over the lead
from Brandts Buys in the late twenties. At the time of his appointment as government
musicologist, Kunst had ten years' spare-time research, alongside his job as senior
official with the Department of Government Works in Bandung and his activities as
a violin teacher, behind him. Together with his wife, Kathy Kunst, he had collected
and reported on a considerable quantity of material (musical instruments, wax
cylinders, photographs, and so on). In his two years as full-time government
musicologist, he succeeded in expanding his collection greatly and in having it
accommodated in 's Lands Musicologisch Archief ('National Musicological
Archives').
Like his predecessor Land, Kunst was interested in defining scales through tone
frequency measurements. Under the influence of the Berlin musicologist Erich von
Hornbostel, he tried to trace mutual relationships between the tunings of different
instruments by reference to tone measurements (see Kunst and Kunst-Van Wely
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1924/25 and Kunst 1934). In addition he was interested in the notation of Indonesian
music, collaborating in this respect with the singer Raden Machyar Kusumadinata.
Another insider who helped him with information on Indonesian music was Mangku
Negoro VII. Kunst moreover circulated questionnaires among the various Regents in
the then Dutch colony to collect information on music and musical instruments.
Because of the same economic recession in the Netherlands that prevented Van
Gulik's being sent to the Netherlands East Indies (as a result of which he later ended
up in China and Japan) and which put an end to the Kern Institute's financial support
to Bake, Kunst in 1932 lost his job as government musicologist and became an
ordinary colonial official again. He won international fame with one of the
publications he prepared in the course of his unusual appointment as musicologist,
however, namely De toonkunst van .Java. Appearing in 1934, it was published in
English translation (Music in .Java) in 1949. Two years after his definitive return to
the Netherlands, in 1936, Kunst became curator of the Department of Cultural and
Physical Anthropology of the Koloniaal Instituut (now Koninklijk Instituut voor de
Tropen, or Royal Tropical Institute), where he started building up a new archive. This
never achieved the proportions of that in Indonesia, although the quantity of wax
cylinders he succeeded in collecting for this institute is quite remarkable (see Van
Lamsweerde 1994:247-73).
Subsequently, in 1942, he was appointed (unsalaried) lecturer in comparative
musicology by the Municipal University of Amsterdam. On his appointment as reader
at that same university in 1953, Kunst already spoke of 'ethnomusicology' -a term
he had proposed in Musicologica in 1950 -- saying: 'The name of our science is, in
fact, not quite characteristic; it does not "compare" any more than any other science.
A better name, therefore, is that appearing on the title page of this book:
"ethnomusicology'" (Kunst 1950:7). This appointment made him the very first
officially recognized academic in the field of ethnomusicology in the Netherlands, in
which capacity he exercised a marked influence on the new post-war generation of
scholars. He was (and is) moreover one of the few Dutch researchers to have won
international respect.

Pioneers in the West Indies
The amount of research done in the Dutch West Indies was in inverse proportion to
the active research carried out in the colony of the East Indies. Undoubtedly one of
'the principal reasons for this was that the culture of the East Indies was felt to be an
ancient one, a civilization that by European standards was a 'classical' one, which
had produced masterpieces and, in the field of music, highly sophisticated instruments
such as those of the gamelan orchestra. Moreover, it was supposed to bear traces of
the origins of human civilization. Where archaeologists and ethnologists blazed the

10

MARJOLIJN VAN ROON

trail, ethnomusicologists soon followed almost automatically. The culture of the West
Indies, and in particular Surinam, on the other hand, in comparison with the East
Indies at the beginning of the twentieth century was a hotchpotch of different
cultures. The autochthonous people, the Amerindians, were considered to be
'primitive' and less interesting, being of interest to European researchers at most as
an example of what allegedly was the precursor of something like a 'culture' Y The
'imported' cultures, first of the African slaves and later of the plantation labourers
who had migrated from Indonesia and India, had supposedly lost their roots and
therefore held less interest for 'comparative musicology' in that they were less
'authentic'. It is even so possible to mention a few names of researchers who
exercised an undeniable, be it indirect, influence on later research that came off the
ground particularly from the 1970s onward.
One of the first scholars to attempt a description of the music of Surinam was
Theodoor A.C. Comvalius in his brochure entitled lets over Het Surinaamsche Lied;
Een b~idrage tot de kennis van de folklore van de kolonie Suriname, published in
Paramaribo in 1922. 12 Comvalius, who styled himself a 'Creole', here says about
Surinam songs: 'In their original form they are pure African, as our ancestors were
transported here from Africa. But we Creoles also have white people among our
ancestors.' His next remark about these Europeans implicitly points to another reason
why it took so long for an actual interest in West Indian music to arise. He writes:
'What kind of a civilizing influence can be expected from someone who under the
influence of alcohol wields the whip daily, for years on end, and who brandishes his
pistols so frequently? If it was possible for such a kind of person to have any
influence on Negro songs, then traces of this may be discernible in the words of their
songs of lamentation, in which they tried to give vent to their feelings in a very
covert way.' (Comvalius 1922:1-2.) Because of his background, the Surinam Creole
lacked self-respect, according to Comvalius, who therefore urged his fellow-Creoles
to have a better appreciation of their own music, as that was where they would be
able to retrieve their culture. Comvalius then goes on to give a fairly detailed
description of seven kinds of songs and the manner of their performance. 13 To these
he added four special kinds in a second part. He provided no transcriptions of the
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North American researchers - with the anthropologists in the lead - wm-e aware of the 'intrinsic
value' of the music of the autochthonous American people much earlier.
12
Comvalius later published a supplement to a part of this work, 'Het Surinaamsche Negerlied: De
Banja en de Doe; Twee historische liederen in Suriname; Een der vormen van het Surinaamsche lied na
1863', in three instalments in De West-Indische Gids (WIG), namely in 1935/36, 1938 and 1939. See also
Comvalius 1946.
11
These were: the Wientie, Lakoen (and Kawina), Soesa, Banja, Doe, street songs, and Lohbi singi.
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music, but did reproduce the lyrics of a few. The chief interest of his article,
however, lies in his brief descriptions of the social context in which this music was
performed.
L.C. van Panhuys, in an article entitled 'Folklore in Nederlandsch West-Indie'
(1933/34), mentioned a first volume of transcriptions of Surinam music, or a 'survey
of a collection of data on popular songs and plays in Surinam'. The initiative for this
collection had been taken by Brother R.M.F. Abbenhuis in Paramaribo. He had been
assisted by J.P.J. Berkenveld, a native of Surinam and head of a mission school, who
had moreover acted as his 'informant', having been steeped in the traditions of 'slave
and plantation folklore' from childhood. The manuscript of Abbenhuis (1933),
according to Panhuys comprised fifteen exercise books of transcriptions in numerical
notation (indicating the initial note) of almost two hundred songs.
Van Panhuys himself published a number of articles on Surinam folklore (193536), and more in particular on the nature and character of Surinam songs (1936). His
work is especially important, however, because he entered the international stage as
early as 1909 by attending the International Congress of Americanists in Vienna and
by having translations of his work, such as 'Les chansons et la musique de la Guyana
Neerlandaise' (1912), published.
From the 1940s onward the Suriname author Lou Lichtveld, also known under
the pseudonym Albert Helman, played an important role in stimulating research.
Although he did not regard himself as a researcher, he exerted himself to stimulate
an appreciation of the musical traditions of Surinam, as in his article 'Muziek',
published in Ons Koninkrijk in Amerika (1947:84). Around that same time the
Dutchman Will G. Gilbert was active. Gilbert made a special study of Negroinfluenced music in Surinam (1940a) and was prompted by this interest to publish
also on jazz (1939), on Negro spirituals (1940b), and on the culture-historical
significance of the marimba (1942/43). He may well be regarded as a popularizer. He
helped stimulate the general Dutch interest in non-Western music through a series of
well-written articles and brief publications aimed in particular at the interested
layman.

The clergy
Like the above-mentioned Brother Abbenhuis, there were a number of members of
the clergy who took a genuinely deep interest in the indigenous music of the country
to which they had been posted in connection with their missionary work. Although
Jaap Kunst had observed in a lecture on the Inheemsche muziek en de zending
(Indigenous music and the mission) in 1946 that the conversion of the indigenous
people by missionaries had in some cases had disastrous consequences for the
traditional music of the country (Kunst 1947), it is nevertheless significant that he
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gave this lecture as a guest of the missionary training college in Oegstgeest. By the
1940s the mission was prepared to listen to what musicologists had to say in order
to arrive at a better understanding of and a more respectful attitude to the
autochthonous people of in this particular case the Netherlands East Indies. The
credit for this undoubtedly goes partly to the influence of Father Pe Rozing, a student
of Jaap Kunst's during the war years, from 1940 to 1945. Father Rozing (born 1913)
was an advocate of the integration of indigenous culture in the Christian liturgy and
took a genuine interest in the music of Indonesia, in particular that of Florcs, where
he lived and worked from 1946 to 1984. 14 Through his articles and lectures he
pointed out a radically different course from that followed so far (sec, for example,
Rozing 1958, 1963a and 1963b).
Kunst had asserted that the Rheinische Mission, for instance, had completely
stamped out the indigenous music of the island of Nias. He had said: 'The songs and
dances of Nias were wiped out root and branch. The performance of the old songs
and round dances was made punishable by exclusion from Holy Communion. In this
way the culture of Nias was first systematically damaged and destroyed, to scatter the
seeds of Christianity in the soil thus prepared.' (Kunst 1947:12). Rozing was able to
contrast this with the work of Mgr. W. van Bekkum, under whose guidance the
mission 'in Manggaray, West Flores, definitely was way ahead of the other regions
of Flores'. Here it already had 'a few volumes of religious songs with indigenous
lyrics and indigenous melodies at its disposal'. Rozing carried on his own work in
Van Bekkum's spirit, while other missionaries as well were stimulated to study the
traditional music of the country in which they were working. Father Heerkcns, for
example, studied popular song practices in Flores, publishing a volume of songs from
Flores, Lieder der Florinesen, in 1953.
In the Netherlands it was Father Ellis (or Eliseus) Bruning who collected Dutch
folk songs, publishing many selections of which Het geestelijk lied van Nederland
(1948) is especially worth mentioning. Jaap Kunst - at the time already an influential
scholar - wrote a foreword to this publication. He respected Brunings work and
exchanged facts and ideas with him as their intensive correspondence (from 1948 to
1960) attests. Moreover, both Kunst and Bruning were active in the International Folk
Music Council (see Congresses below).
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Father Rozing collected musical instruments and made sound-recordings and photographs during
his stay in Indonesia. llis collection is now housed in the Royal Tropical Institute in Amsterdam. See also
the chapter on 'Ethnomusicological Collections' and the article about 'Reviving the Foi Meze' by Paula
Bos in the present volume.
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Dutch musicologists in South Africa
The musician Willem van Warmelo (1894-1976) drew attention to an entirely
different aspect of the Dutch colonial past. During his stay in South Africa from 1939
to 1962, he studied Dutch songs as transmitted orally by different groups of the
population of Cape Town. He was particularly fascinated by the songs of the socalled 'Cape Town Malays', however. In this music he discovered a total fusion of
East and West. His principal work on this, 'Oude Nederlandse Liederen bij de
Kaapse Maleiers', was posthumously published in three instalments in the journal
BOA Perspektief (II-1-3, 1982).
In 1955 the musicologist Arend Koole, who also published some brief articles on
musical events in South Africa, complained in a letter to Jaap Kunst (dated 3
October) about the difficulty of obtaining financial support for this kind of research,
in contrast to the apparently favourable situation in which non-Dutch researchers like
Percival Kirby and Hugh Tracey found themselves. Koole wrote: 'I myself am given
no time or money to do any decent work, but perhaps that will come later'. This
turned out to be in vain, the more so as the policy of Apartheid provided an obstacle
to any genuine ethnomusicological interest. Willem van Warmelo, who felt a close
affinity with the coloured population of South Africa, was obliged to leave the
country for this reason in 1962.
Folk-song and folk-dance associations
An interest in the national cultural heritage developed in the Netherlands at the end
of the nineteenth century, when people started concerning themselves with the 'roots
of civilization'. The fact that Gerrit Kalff in 1883 made the first plea for research to
be instituted into what was left of the folk-song in the Netherlands in his doctoral
thesis on mediaeval music (Het lied in de Middeleeuwen; see also Doornbosch
1987:11) is no coincidence. It was to be several more decades before this developed
into an active concern, however. Here again, it was Jaap Kunst who - prior to his
career as a government official in the then Netherlands East Indies - made one of the
first moves to collect and record Dutch folk-songs (1916-· 19). He published a first
volume of these songs, Noord-Nederlandsche Volksliederen en -dansen, containing
songs from the island of Terschelling, to which he had meanwhile drawn attention by
giving lectures on the subject as well. He moreover published Terschellinger
Volksleven, giving a general description of the folk-music of Terschelling, in 1918.
Both publications found an interested audience and were used by folk-song and folkdance associations, like the later, more detailed volume Het levende lied van
Nederland (1938). Each of these publications went through several reprints.
The said associations gained a massive following especially in the 1930s, to the
extent that there was even talk of a folk-song 'movement'. One of the best-known
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champions was Jop Pollmann (1902-1972), who devoted a doctoral thesis entitled
Ons eigen volkslied to the subject in 1936. Like Kunst, he compiled several
collections of folk-songs, most of them in collaboration with Piet Tiggers. Pollmann
and Tiggers were aiming in particular at a revival of the so-called 'pristine', unspoilt
folk-song and, inspired also by the labour movement, wanted to get 'the people'
singing again. Pollmann said about this: 'Our concert halls are running empty, as
folk-singing and folk-music, always inspired by the folk-song as it was, are being
superseded by the passive listening to inimitably virtuoso concerts. One wonders
whether activity - and the folk-song, which is the beginning and end of all musical
cultures, is active by virtue of its innermost quintessential characteristics - is not the
solution to the problem' (Pollmann 1936:3). They suited the action to the word and
provided folk-dancing and folk-singing courses for teachers and educationalists, in
order that these might inspire the younger generation to do its bit towards the
conservation of Dutch folk-music. In addition, Pollmann was a prominent member of
the Raad voor de Nederlandse Volkszang (Dutch Folk Song Council), which was
instituted in 1951.
Alongside this folk-song movement, there was also a circle of scholars who
concerned themselves with the Dutch musical heritage from a more scholarly
perspective. One of them was Will Scheepers (1913-1990), Jaap Kunst's closest
colleague during his curatorship with the Royal Tropical Institute. She wrote popular
articles on non-Western music, inter alia for the Bureau Algemene Voorlichting
(General Information Service) of this Institute and in the journals Algemeen
Kunsttijdschrift 'Wikor' and Oost en West. She made a major contribution not only
to the collection but also to the description of the origin and background of Dutch
folk-music (see also 'Ethnomusicological Collections' in the present volume). Her
research- which she carried out on an entirely voluntary, unpaid basis -was focused
first and foremost on orally transmitted songs. The Nederlands Volksliedarchief
(founded in 1953 by the above-mentioned Folk Song Council, with Marie
Veldhuyzen in charge), whose primary aim was to stimulate historical research rather
on textually transmitted songs, invited her to do field research for it only at a later
stage. The progress of the research was hampered by financial difficulties. This
changed when Will Scheepers was offered the opportunity to collaborate with Ate
Doornbosch, from 1957 the producer of the radio programme 'Onder de groene
linde', which presented orally transmitted Dutch folk-music. She was one of the
persons who was able to make material available for this. (See also the report of
Frank Kouwenhoven's interview with Doornbosch concerning this programme.)

ETHNOMUSICOLOGY IN THE NETHERLANDS; THE PIONEERS

15

Congresses
Will Scheepers also was secretary of the Netherlands branch of the International Folk
Music Council (IFMC) 15 , founded in London in 1945 for the purpose of providing
support for the study of folk-music and folk-dancing in Europe in particular. As such,
she often attended the meetings and festivals of the Council together with Jaap Kunst.
It was at these congresses that the first real attempts at European collaboration in the
field of ethnomusicological research were made. Kunst wrote in this connection:
'After all, the folk-song (and folk-dance) in many countries, particularly in Western
Europe, are seriously threatened in their existence, so that it was high time that
something was done on an international level to see how, if their preservation could
not be guaranteed, at least their study and notation could be implemented in the most
efficient and least expensive way' (see Jaap Kunst's report of the 1948 IFMC
congress in Basle, under Reports Jaap Kunst 1948). It was decided among other
things to compile a catalogue of 'all commercially available gramophone records of
authentic folk-music relating to Europe, the Americas and Africa' in co-operation
with UNESCO (United Nations Educational, Scientific and Cultural Organization).
This plan proved premature, however, as there were too few reactions from the
persons to whom letters were sent. Nevertheless, it was a first step towards the
collection and classification of material on an international level.
Important discussions about ethnomusicological research also took place at
congresses other than those organized by the IFMC, especially in the 1950s. At the
fourth international anthropological congress in Vienna in September 1952, for
instance, there was a discussion about 'les taches urgentes de recherches afin de
sauver pour la science les dates micessaires concernant les cultures et langues
menacees par disparition dans le future prochain.' (the urgent research tasks of
preserving the necessary facts with respect to cultures and languages threatened with
extinction in the nearby future), and about the necessity to create an international
organization to this purpose. The discussion at the first and second conference of
folk-song specialists and ethnomusicologists (in Geneva and Paris in 1949 and 1950
respectively) centred on the standardization of the notation of folk-songs. The
discussion at the third Internationale Konferenz for Musikalische Volks- und
Volkerkunde in Freiburg (1951) concerned the standardization of cataloguing. Very
influential in Europe were Les Colloques de Wegimont in Belgium, first organized by
Paul Collaer, under the auspices of the Cercle Internationale d'Etudes EthnoMusicologiques, in September 1954 with the aim of getting European
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The name of this Council was changed in 1980 to International Council for Traditional Music
(JCTM). In the first years it has held regular meetings at least once a year.
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ethnomusicologists together (see Collaer 1956). At the first conference there was a
lengthy discussion on the term 'cthnomusicology' to replace the previous term
'vergleichende Musikwissenschaft' (comparative musicology), which was introduced
by an important paper entitled 'Ethnologic musicale ou musicologie comparee?' by
Andre Schaeffner (Schaeffner 1956). The term 'ethnomusicology' had meanwhile
been launched as a more appropriate term for traditional music studies and research
by Jaap Kunst in 1950 (Kunst 1950:7). The second impression of this publication,
which appeared in 1955, accordingly bore the new title Ethno-Musicology.
Thus there was ample opportunity to establish contacts with fellow-specialists,
exchange views on the subject, and develop the new discipline on a European level.
Of course it was especially Jaap Kunst who shouldered this task after his appointment
first as unsalaried lecturer (in 1942) and later as reader (1953) at the Municipal
University of Amsterdam, alongside his curatorship at the Tropical Institute. As was
mentioned above, he was usually accompanied by Will Scheepers, and they often met
their compatriot Arnold Bake at these congresses. The communication between them
and other ethnomusicologists at these congresses was invaluable for the further
development of ethnomusicological research by Dutch scholars at home and abroad.
(For congresses and conferences in the 1950s see Reports Jaap Kunst.)

Concerts and the media
Besides all these academic activities, attempts to draw attention to non-Western
music were also made in another quarter. From the 1940s onward concerts of this
music have been organized in the Netherlands inter alia by the Tropical Institute in
Amsterdam. In 1945, moreover, Jaap Kunst announced een 'Novum op Indonesisch
muziekgebied' ('an unprecedented development in the field of Indonesian music'; in
Cultureel Indie 7). This 'novum' or 'unprecedented development' was the institution
of Babar Layar, a gamelan orchestra composed entirely of young Dutch musicians
under a very youthful Bernard IJzerdraat (who was only 15 at the time of its
institution). IJzerdraat, who was completely self-taught, had not only acquired all the
necessary knowledge about Javanese gamelan music, but also made some instruments
himself. IJzerdraat gave regular performances with his group in the Tropical Institute,
and Kunst could only conclude that 'what these boys and girls present is indeed
gamelan music in the unadulterated kraton style, just as good as what one generally
gets to hear in the Princedoms and a far sight better than nine tenths of what is
presented by way of orchestral music in Java outside the Princedoms' (Kunst 1945:3
and see Plate 2).
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Plate 2: Ensemble Babar Layar; from Kunst 1945

Nevertheless, some people were opposed to the idea of Dutch people playing
game/an music, especially when they were wearing traditional Indonesian costume.
So Dien Kes, a close associate of Pollmann and Tiggers, wrote in a letter to Kunst
of 7 June 1948: 'I have heard Bernard IJzerdraat's group before, but have never been
as struck by its unseemliness as yesterday, when a group of foreign visitors was
regaled with this spectacle'. She refused to believe that 'people who have not grown
up with gamelan music from childhood could ever become good game/an players'.
She did not mind such people trying, but felt it to be bad taste if they gave a
performance, drawing the following comparison: 'Next thing some cabinet minister
or other will be regaled in the lndies with a show by a group of Malays dressed in
Dutch national costume who have become virtuosos of the concertina - although
these people probably have too much refinement to act in such bad taste. You have
to be an American or a Dutchman to do something of that sort. A Negro in Scottish
kilt playing the bagpipes cannot be a more abominable sight than a group of Dutch
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people wearing sarongs, with disgustingly white feet sticking out underneath, playing
the gamelan.'

Nederlandsche Concertdirectie J. BEEK
Kontngtnnegracht 82 · Telef. 556494 · Den Haag
--------- ---· --· -"·--·
·-··-··-~-------~--

Concetf~ehottw

----~---

kletne zaal

ZONDAG 16 DECEMBER 1945, 2.30 UUR

INDRADEV
MET DANSGROEP EM KLEIH HIHDOESCH ORKEST

Krlshna-legenden,
Shiva·dansdrarna, lndra en Invocation
Solo- en groepdansen, o.a.:

, , , m11n wg whu11on vun o•r·oudtt danscuhuur, Alios adoml In d<Jza kumt een
schoonhotd, eon vorhevenheld, oen serenttelt, tn een woord een ~leo.tr van 11.ulk
eon l!jM obstracUe en braze graile, die moolhjk ender woorden ts le hrengen,
Eon beheencht en stalk mannehjk temperumont, oen vorsteh}k'> allure voor costume
en detail. Dlt donsen 11 edel.

Kaarten f 2.-, f 3.- en f 4.25 (lncluslef rechten) vanaf
Dondardag 13 December dagelijks aan het Concertgebouw

Plate 3: Announcement concert lndradev

Even so, there were more Dutch people who felt inspired to become skilled in nonWestern music. Announcements of performances by the (non-Indian) dancer
Indradev, with a musical accompaniment provided by 'a small Hindu orchestra'
(consisting entirely of Dutch musicians) conducted by Peter van Hoboken, date from
the same period. Van Hoboken collected the relevant Indian music together with
Indradev, and trained with Indian masters (for the Van Hoboken collection see
'Ethnomusicological Collections' in the present volume). He himself played a range
of instruments in his ensemble, namely the 'Hindu harmonium, Gungur tarang, Nal
tarang, Madalem and Timila', as the programme of a 'Hindu Dance Performance' in
the Diligentia theatre in The Hague on Monday, 3 December 1945, announced (see
also Plate 3). Of crucial importance, however, were the concerts given by the Indian
musician Ravi Shankar. Felix van Lamsweerde organized the first concert by this
famous sitar player in 1957, at the request of the Indian Embassy in The Hague, and
with the support of the Le Canard/Filmliga Foundation and under the auspices of the
Royal Tropical Institute, the Nederlands Instituut voor Internationale Kulturele
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Betrekkingen, and the Exotic Music Society. 16 This mus1c1an became extremely
popular in the Netherlands from that moment on (see also Van Lamsweerde 1968).
The interest in non-Western music in the Netherlands has thus grown
spectacularly under the influence of concerts and the involvement of the media since
the late 1940s and early 1950s. This development was consolidated in the academic
field by the appointment of Jaap Kunst as reader at the University of Amsterdam in
1953. 17
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ETHNOMUSICOLOGY IN THE NETHERLANDS, 1960 - 1995;
SOME GENERAL TRENDS

Wim van Zanten

Abstract
This article gives an overview of the non-Western performing arts - and more specifically
ethnomusicology - in Dutch universities during the last 35 years. Relevant non-university
developments are briefly described, and an overview of Dutch I'h.D. dissertations is given. Learning
by performing has become a guiding principle for many musicologists, anthropologists and students
of non-Western languages. The idea of learning by perft>rming is, however, hampered by the
separation between a theoretical approach in universities and a practical approach in institutes for
higher professional training (HBO). There is a need for teaching materials, and ethnomusicologists
could help to develop these. Not all music is fit to be performed on a Western stage; by studying
these genres of music, ethnomusicologists contribute to a better understanding of processes of
communication which are relevant for understanding socio-economic change in and outside the
Netherlands, the importance of which is recognized by Dutch politicians.

Introduction
In this article 1 I shall discuss developments in Dutch ethnomusicology in the last 35
years. On earlier developments (until 1960) I refer to the article by Marjolijn van
Roon in the present volume. I shall not aim at a comprehensive description. Rather,
my contribution focuses on the study of non-Western performing arts, and more
specifically ethnomusicology, in Dutch higher education. This is preceded by a very
brief introduction to the work going on in museums and on the stages on which nonWestern arts are performed. More information on teaching and performing nonWestern music in the Netherlands is provided in the article by Peter van Arnstel and
Huib Schippers in this volume.
Jaap Kunst was curator at the Tropenmuseum, and at the same time reader in
ethnomusicology at the University of Amsterdam. Some years after his death in
December 1960, his tasks at the museum and at the university were split up between

1

I am indebted to Ellen van Zanten-Wervelman, Hein Calis, Felix van Larnsweerde, and Rembrandt
Wolpert, who read through earlier versions of this article and supplied valuable information.

28

WlM VAN ZANTEN

different persons. In the following decades the study of ethnomusieology became
well-established, and more students studied non-European music, dance and theatre
than ever before. A full M.A. course in ethnomusicology was established at the
University of Amsterdam. Regular concerts, and dance and theatre performances,
were scheduled at the Koninklijk Instituut voor de Tropen (Royal Tropical Institute)
and the Tropenmuseum.
The legacy of Jaap Kunst left Dutch ethnomusicologists with the task to make his
important work more widely available internationally. His widow, Katy Kunst-van
Wely, supervised new editions of his publications. Some books and articles, mainly
on Indonesian music, were revised and translated into English by the Koninklijk
Instituut voor Taal-, Land- en Volkenkunde (KITLV; Royal Institute of Linguistics
and Anthropology) in Leiden, the Koninklijk Instituut voor de Tropen (KIT; Royal
Tropical Institute) in Amsterdam, and the Department of Music, University of
Amsterdam: Kunst 1967, 1968, 1973, 1994.
The Dutch university departments of non-Europcan languages and cultures have
a long tradition of studying the performing arts. More possibilities for travelling
enabled many students of anthropology and non-European languages to study the
performance of music, dance and theatre by taking lessons in Indonesia, India, and
other countries. The ,Research School CNWS for Asian, African and Amerindian
Studies, established at Leiden University in 1988, included research on the
performing arts in several of its research clusters, for example the cluster of fine arts
and material culture.
In the 1980s and 1990s some music schools 2 incorporated the teaching of
instruments like the sitar, the saz and African drums. Rotterdam Conservatory started
programmes for professional musicians in flamenco guitar, North Indian music and
Latin American music; in 1990 this resulted in a Department of World Music.
These developments were partly related to considerable immigration into the
Netherlands from countries such as Indonesia in the 1950s, Morocco and Turkey in
the 1960s and 1970s, and Surinam in the 1970s and 1980s, to mention only the
numerically most important groups. These minority groups wanted to give expression
to their culture, and the Dutch have shown a growing interest in their performing arts.

2

Dutch music schools are institutions where children, from the age of 6 years, and adults can learn
to play music, usually for half an hour to one hour a week, and individually or in a group. Music schools
do not give officially recognized diplomas. Professional and formal music education is provided by
conservatories. Students who want to study at a conservatory (or a dance or theatre academy) have to pass
an entrance examination. Primary and secondary schools have some music lessons in their curriculum, but
normally this does not include learning to play an instrument. Most pupils entering conservatories have had
private music lessons, or have learned to sing or play an instrument in a music school (and for wind
instruments often also in a band: harmonic or fanfare).
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During the last 25 years several societies and foundations were established in the
field of non-Western performing arts.

Museums, collections and the media
Jaap Kunst's work at the Tropenmuseum, part of the Koninklijk lnstituut voor de
Tropen (KIT), was continued by Felix van Lamsweerde. Felix van Lamsweerde gave
performances of non-Western music, dance and theatre a more prominent place at the
KIT. Subsequently the stage for non-Western performing arts became a separate
department of the KIT: the Soeterijn. In the beginning the performing groups came
mainly from India and Indonesia, but in the 1980s and 1990s the regional scope
became much wider.
Since the 1970s non-Western music has been included in the programming of the
Holland Festival. A few years ago the annual Oude Muziek Festival (Early Music
Festival; director Frans de Ruiter) in Utrecht, in cooperation with the RASA theatre,
started to incorporate non-Western music. Public interest has steadily grown,
especially in the last ten years. Today, the programme of the Soeterijn also includes
films and a monthly Open Tropen evening, in which performers of music, dance,
poetry and theatre, living in the Netherlands, may perform 'anything, as long as it
deals with non-Western culture'.
The tradition of playing on the gamelan instruments of the Tropenmuseum,
started by Bernard IJzerdraat3 was continued by Ernst Heins from the 1960s
onwards. Since 1980 there are daily lessons in music and dance from different
regions. These lessons can also be observed by museum visitors through a large
window and a sound system. Other anthropological museums have also started to
promote the performing arts. The anthropological museum in Leiden, for example,
has hosted the annual Festival of Traditional Indonesian Performing Arts since 1992.
For further information on museum matters at the KIT, sec the articles by Elisabeth
den Otter (1994b) and Felix van Lamsweerde (1994) in Kunst 1994. 4
In 1963 the University of Amsterdam bought the Jaap Kunst collection, including
his correspondence (with Erich von Hornbostel, Curt Sachs, Indonesians, and many
others), audiovisual material, books and other printed material. This collection was

3
Bernard !Jzerdraat (alias Kawat, Bernard Suryabrata; 1926-1986), went to Indonesia in the early
1950s, and became an Indonesian citizen.
4
Kunst 1994 also contains an 'Inventory of the wax cylinder collection of the Tropenmuseum' by
Felix van Lamsweerde (Kunst 1994: Appendix 2); about 90% of these recordings were made by Jaap
Kunst.
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stored in the Ethnomusicologisch Centrum Jaap Kunst; in December 1992 the
correspondence was transferred to the library of the Faculty of Arts 5 •
The Dutch part of the Arnold Bake collection was kept in part by his brother-inlaw, Dr. P. Voorhoeve, who also made an inventory. This collection was moved to
the Instituut Kern, Department of South Asian Languages and Cultures, Leiden
University, in 1995. As Arnold Bake worked in the School of Oriental and African
Studies, London, from 1948 until his death in 1963, part of his collection is kept
there, including most of the audiovisual material. 6
For further information, see the section on ethnomusicological collections in this
volume. For the greater part, the ethnomusicological collections in Dutch museums
and academic institutions have yet to be catalogued. 7
From 1957 to 1993 the Dutch radio broadcasted a now famous programme Onder
de Groene Linde ('Under the Green Linden Tree'), about Dutch folk songs. In the
present volume, you will find more information on this programme in Frank
Kouwenhoven's interview with Ate Doornbosch, the maker of the programme. Since
1968 many concerts recorded in the Royal Tropical Institute have been introduced
and presented on the Dutch radio. 8 In the 1970s Ton de Leeuw started a weekly
radio programme called Horizon, with non-Western music, which was continued by
Laurens-Jan Hartong and Clarijalke Barkhuis. The name changed to Folio, and from
September 1995 onwards this programme will be called Kleurenradio (Colour Radio).
In 1984 Waiter Slosse started a weekly programme De Wandelende Tak ('The StickInsect', literally 'The Wandering Branch'), in which non-Western music is presented.
In this programme Waiter Slosse regularly interviews professional researchers and
non-professional travellers, who are fascinated by the beautiful sounds they have
heard in various places around the world.

5

More information on this collection may be found in van Proosdij-ten Have and van Roon (1992),
who took on the task of making the correspondence between 1920 and 1940 more accessible through their
annotated index. They are still working on this correspondence.
6
Nazir Jairazbhoy, a former student and assistant of Arnold Bake in London, and Amy Catlin have
done admirable work by making this audiovisual material more accessible, and at the same time studying
the problem of cultural change, in their Arnold Bake restudy (Jairazbhoy and Catlin 1991).
7
Elisabeth den Otter, curator of the Department of Ethnomusicology, Tropenmuseum, published a
bulletin about the Pre-Columbian musical instruments in the Tropenmuseum (Den Otter 1994a). Paula Bos
is working on the instruments of the Rozing collection at the Tropenmuseum. Other descriptive work on
musical instruments in museums was done by Onno Mensink and Paul Wolff in the Gemeentemuseum, The
Hague (see, e.g., Haags Gemeentemuseum 1979). Several collections of wax cylinders recorded by Dutch
researchers in A~ia between 1899 and 1940, notably Jaap Kunst and Arnold Bake, are kept and catalogued
in Berlin (Ziegler 1995(forthcoming): Anhang).
8
Smaller series on European folk and non-Western music were presented by Wouter Swets, Felix van
Lamsweerde and Joep Bor.
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Theory and practice, development cooperation and minorities in the Netherlands
One of the problems of Dutch - and continental European - higher education is the
separation between the more practically oriented courses at the HBO institutes for
higher professional training (Hogere Beroepsopleidingen, which include music
conservatories and dance academies) and the more theoretically oriented courses at
the universities. These days most university researchers on the performing arts use
the method of 'learning by performing', although they usually do not require
themselves and their students to attain a professional level. However, the facilities for
offering practical courses in the university curriculum are very limited. For the most
part, students must follow such courses outside the regular university curriculum.
Similarly, HBO institutions do not have much opportunity to do research. In this
way, the Dutch (continental European) system of higher education differs very much
from, for instance, the system in the U.S.A. On this topic, see also Epskamp and
Thoolen (1991a:115), Epskamp (1992:chapter 14) and Van Zanten (1991). Epskamp
and Thoolen (1991 a: 89, 157-8) found that of those people interested in studying nonWestern performing arts, the ones with a university education had a better chance of
finding grants for their fieldwork than those with professional (HBO) training. It may
be that this historical division between theory and practice will gradually disappear
in the future, due to changing governmental policies on education.
Epskamp and Thoolen (1991 a:94) make some interesting remarks about the
different approaches of people professionally involved in producing theatre on the
one hand, and anthropologists on the other: 9
'Both anthropologists and theatre producers base their work on their own
observations. They closely study the artistic and social process to come to a
"performance", as well as the relation between the players and the public. The
only difference is that an anthropologist always realizes that this is not done
"from the inside". [... ] An anthropologist will always immediately admit that
his/her anthropological monograph or film is his/her interpretation of a culture in
which he/she does not take part. Whatever the degree of participation in the
society he studies, the anthropologist will never claim that he presents the reader
or onlooker with a "participants' view".'
These remarks can be extended to other performing arts, and are relevant for the
difference between the approach of people who are being trained at HBO institutes
as professional performers and people who are using participation as a tool for their
research (see also Van Zanten 1991 :59-60).

9

All translations from the Dutch were made by the present author.
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In 1990 the Minister of Development Cooperation (ontwikkelingssamenwerking), Jan
P. Prank, presented the Dutch Lower House with a remarkable memorandum on
development cooperation policy ('A world of difference; New framework for
developing cooperation in the nineties': Een wereld van verschill990). This policy
document stressed the importance of the cultural factor for attaining sustainable
development. 'Especially now that globalization is taking place in many domains,
intercultural understanding is a first priority. Cultural exchange and cooperation play
an important role in this [.... ]. Different forms of international cultural change and
cooperation in the field of music, literature and film are eligible for subsidy.' (Een
wereld van verschil 1990:206).
However, although 'culture' has been integrated into the development cooperation
policy of the Dutch government, there is still misunderstanding about the role of the
performing arts. In most non-Western countries the performing arts are an essential
part of daily life, and an efficient means of communication, often far more efficient
than television or radio. Nevertheless, the Dutch budget for development cooperation
is largely spent on technological development. The amount of money spent on
'culture' (often in the form of the salary of a social scientist in some technical
project) is relatively small, and the amount of money spent on the performing arts is
only a fraction of one percent. This ignores the internal dynamics of the development
process.
Plans for change should take the cultural setting into account. Minority groups
should be able to live in any country without being forced to lose their cultural
identity. However, there is another side of the coin. In some cases, leaders of a
minority group use their traditional culture to justify curtailing the freedom of
members of that minority. These processes can also be observed in the Netherlands.
This opinion is shared by Aad Nuis, the Assistant Secretary of the Ministry of
Education, Culture and Science. In a recent interview (NRC-Handelsblad 1995) he
promised to spend more money on the cultural expressions and fine arts of minorities
living in the Netherlands. He wants to create an intercultural society, rather than a
multicultural society:
'One of the great cultural changes is caused by the increasing number of
immigrants in our country, according to Nuis. Nuis wants to contribute to a
multicultural society by extra support for expressions in the field of the fine arts
and general culture of minorities. "I want to move towards an intercultural
society - that is moving a step further than leaving everything standing next to
each other, or supporting it half-heartedly, while waiting until everyone has
adjusted himself/herself to the Dutch culture. An intercultural society is a house
with many rooms: for the indigenous Dutch too, it should be interesting to live
in a country which is more colourful than in the past. All kinds of subcultures
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just existing next to each other means rejecting each other. That will lead to parts
of society guarding themselves against each other, and moving apart in mistrust.
My memorandum is subtitled 'Shield [pantser] or backbone'. I am in favour of
a society of people with culture as its backbone, which can grow towards unity
in diversity. People should not be condemned to the group in which they were
born. There should be an opportunity to end up in some other position." '
Culture, and in particular the performing arts, is involved in the power struggle in the
globalization process. This will remain an important area for ethnomusicological
study, relevant for the Dutch and other societies.

University institutes
In 1942 Jaap Kunst became privaat-docent (i.e., an unpaid staff member who, on
request, is granted the opportunity to teach) at the University of Amsterdam. In 1953
he became a reader (lector) in ethnomusicology. After his death in 1960
ethnomusicology gradually became well-established in the Department of Music by
staff members Ernst Heins, Bernard Broere and Leo Plenckers. In 1970 Felix van
Lamsweerde was nominated privaat-docent for the music of the Indian subcontinent.
Frank L. Harrison was extra-ordinarius in ethnomusicology at the University of
Amsterdam from 1970 to 1976. His wife Joan Rimmer was a musicologist as well.
They left upon Harrison's retirement, and no new professor was appointed until 1990.
Rembrandt Wolpert then became the first ordinarius in ethnomusicology. His interest
in Chinese and Japanese music, 'literate ethnomusicology', and computer-aided
analysis, widened the regional and theoretical scope of the department. Before
coming to Amsterdam, both Rembrandt Wolpert and his wife Elizabeth Markham
worked at John Blacking's institute at Queen's University in Belfast, and were
members of the Cambridge research group on Chinese music of the Tang court,
headed by Laurence Picken.
During the 1960s and 1970s the Jaap Kunst collection became the core of the
ethnomusicological archives of the Department of Music. The third edition of Jaap
Kunst's Music in Java (1973) was edited by Ernst Hcins, and other work of Jaap
Kunst was continued, such as a supplement to his bibliography of ethnomusicological
publications. The department focused some of its research on the music and dance of
Surinam, a former Dutch colony that gained independence in 1975. In 1990 archival
material on music and dance in Surinam was published on microfilm (Gieben and
IJzermans 1990). The undergraduate course in ethnomusicology includes practical
training in gamelan playing. In recent decades an increasing number of students
majoring in ethnomusicology have done their M.A. fieldwork in the Netherlands
among minority groups.
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The Department of Music at the University of Amsterdam is the only Dutch
institution with a full programme in ethnomusicology. Faced with great financial
difficulties, the Faculty of Arts of the University of Amsterdam planned to close
down this unique programme in 1993. The major justification given for discontinuing
ethnomusicology was that the new profile of the Amsterdam Faculty of Arts should
be more focused on European studies, in contrast with the Faculty of Arts in Leiden,
which is focused on non-Western languages and cultures, and the Faculty of Arts in
Utrecht, which is focused on general linguistics (Beleidsplan 1993:15). Therefore,
'Music studies fit this profile, in the category of fine arts. However, the focus of
ethnomusicology is mainly non-European and therefore it does not fit the profile'
(Beleidsplan 1993:20). The Department of Music then pointed out that
ethnomusicology has an essential role to play in the multicultural Dutch society, and
that any student of music should become acquainted with the scope and methodology
of ethnomusicology. They succeeded in convincing the Faculty: the Department of
Music had to take its share of financial cuts, but ethnomusicology was not only saved
but became proportionally the strongest part of the department, with the only
professor of musicology now an ethnomusicologist.
The Research School CNWS for Asian, African and Amerindian Studies was
founded in Leiden in 1988, following recommendations by the Frits Staal commission
to the Minister of Education and Science on studies of foreign languages and cultures
which attract only a small number of students. The minister decided to support these
studies, because of their very significant contribution to scholarship. Most of these
Asian and African studies are concentrated at Leiden University. The Research
School CNWS became the umbrella for the 'non-Western' departments of languages
and cultural studies and the Department of Cultural and Social Anthropology. It also
includes sections of history, art history, archeology, and law departments. Within the
Research School CNWS research is organized in clusters with a regional base (e.g.
South-East Asian Studies), and in clusters with a thematic base (e.g. the one on Fine
Arts and Material Culture, and Intercultural Study of Literature and Society). These
clusters have members from different disciplines, and within a particular cluster one
may find a range of different approaches.
Fieldwork in the region of study is very much stressed, and with respect to the
performing arts it is 'learning by performing'. This means that there are skillful
musicians, dancers, and actors on the staff. The cluster on (non-Western) Fine Arts
and Material Culture is unique in the Netherlands. The Research School CNWS
regularly offers seminars for Ph.D. students on oral literature, music, dance and
theatre. For undergraduate students there are courses on similar subjects, for instance
on non-Western theatre and music. Some of these courses include practical work,
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such as Balinese solo singing (kakawin), Turkish folk theatre (orta oyunu), and West
Javanese Tembang Sunda music (Plate 1).
The International Institute for Asian Studies (HAS) was founded in 1993, also on
the recommendation of the Frits Staal commission to the Minister of Education and
Science. This research institute in Leiden coordinates postdoctoral research in the
Netherlands. On the occasion of their moving to a new building, the HAS, the
Research School CNWS, and the Kern Institute held a seminar on the performing arts
in Asia and Africa. On this occasion the Assistant Secretary of the Ministry of
Education, Culture and Science, Aad Nuis, pointed out that
'the unity between science and art, between classical and contemporary studies,
has been preserved in the study of the non-Western world. [... ] The most
daunting challenge facing our domestic cultural policy over the next few years
will doubtless be the successful creation of an atmosphere in which an openminded, nonthreatening cultural conversation can take place between the various
ethnic groups. This is why it is so important for the Netherlands to have
knowledge of other languages and cultures at its disposal, for this will enable us
to fine-tunc our views of the various world trends' (JIAS Newsletter 5:3).

Plate 1: Students of cultural anthropology, Leiden, performing Tembang Sunda Cianjuran from West Java
to honour Tembang Sunda specialist Uking Sukri (1925-1994) from Bandung during his visit to the
Netherlands in 1992
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Aad Nuis also stressed that the Netherlands is a small country. This has its
advantages: 'owing to its size [it] has always managed to avoid being regarded as
threatening or domineering. It is precisely this combination of freedom within a wellordered space not crushed under the national weight of the host country which in this
context has made the Netherlands the ideal meeting place for people from all over the
world who are keen to get in touch with each other.' (I!AS Newsletter 5:3). In its
short lifetime so far, the HAS has undertaken many activities, and devoted much of
its attention to the performing arts. It is to be expected that this will continue in the
coming years.

Rotterdam Conservatory
In the 1980s Rotterdam Conservatory developed full courses for professional
musicians in flamenco guitar playing, North Indian music (notably singing, tab/a,
sitar, sarod, sarangi, flute, and santur), and Latin American music. In 1990 the
Department of World Music, headed by Joep Bor, was created. Nowadays the regular
curriculum also includes gamelan playing. The Department of World Music regularly
invites foreign musicians to teach.
One of the major problems in teaching such courses in the Netherlands is the
lack of teaching materials. Spending many hours in the house of a teacher is not
possible in Rotterdam - nor for that matter in most changing traditional settings - and
therefore new teaching methods have to be developed. 10 The Rotterdam Department
of World Music tries to send its students for a year of study to the country of origin
of the music. However, this is becoming increasingly difficult because of budget cuts.
Individual studies
In 1988-89 a survey was carried out on (non-Western) performing arts studies in the
Netherlands. Out of about 300 people, 171 responded by answering the questionnaire,
and the results were published by the researchers Epskamp and Thoolen (199la,
1991 b). This survey supplies useful general information. One of the questions was in
which performing arts the respondents were interested. People involved in theatre, as
performers or as scholars, and anthropologists were interested in almost all
performing arts. Puppeteers, musicians and musicologists were often only interested

10
An additional problem is how to make use of non-Western musicians. Good musicians are not
necessarily good teachers. Programmes have been set up to train them. See Peter van Amstel and Huib
Schippers (this volume). Also very instructive is chapter 2 in Epskamp and Thoolcn (1991a:39-53) about
Dutch experience in training and assisting non--W cstern theatre producers and actors in the last twenty
years. There is a need for professionalizing, and this will necessarily mean a shift away from theatre which
looks after the interests of a minority group, to theatre more determined by artistic criteria (Epskamp and
Thoolen l99la:51-52).
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in their own discipline, and dancers in dance and music only (Epskamp and Thoolen
1991a:154). On the other hand, many anthropologists and musicologists who study
dance and music in a religious African context do not consider their work to be
research on dance or music. They rather feel that they are studying the development
of religious concepts, and that music and dance are merely an inseparable part of that
context (Eskamp and Thoolen (1991a:l14, 116).
In this section I shall mainly deal with research on a Ph. D. level; most other
important research is referred to in footnotes. For a more complete list of publications
see Epskamp and Thoolen (1991 b:71-98); and for some information on audiovisual
material (mostly unpublished and in private collections) to Epskamp and Thoolen
(1991 b:181-188). In the last 25 years most Dutch Ph.D. dissertations on 'nonWestern' performing arts were written by researchers studying languages and cultures
of a particular region (Ben Arps, Clara Brakel-Papenhuijzen, H.anne M. de Bruin,
Hedi I.R. Hinzler, Saskia C. Kersenboom) and by anthropologists (Kees P. Epskamp,
Victoria M.Clara van Groenendael, Wim van der Meer, Wim van Zanten).
On the whole the share of the departments of languages and cultures is
remarkable, and a continuation of the earlier tradition set by Sanskritist Arnold Bake,
Sinologist Robert van Gulik, and Indonesianists like Pigeaud and Kats. The
dissertations on Indian performing arts by Emmie te Nijenhuis, Indu Srivastava, Wim
van der Meer, Saskia Kersenboom and Joep Bor were all defended in Utrecht, and
supervised by the Department of Oriental Languages. A few years ago this
department merged with Leiden University's Department of Languages and Cultures
of South Asia. Although almost all the scholars have used the method of 'learning by
performing', the extent to which their scholarly work includes a description of the
technicalities of the performing arts varies widely.
I shall now list the individual studies by region. Due to the colonial past,
Indonesia has continued to be an important area of musicological study. Ernst Heins
edited the third revised edition of Jaap Kunst's Music in Java (1973), a book which
is still a standard work for scholars of Indonesian music. Heins' Ph.D. dissertation
was on a Sundanese village gamclan (Heins 1977), and his main interest is still
Indonesian music. He recently wrote two articles on Dutch ethnomusicology (Heins
1993, 1994). 11 After earlier work in Malawi, Central Africa, Wim van Zanten

11
Important researchers who practised the music they studied, like Arnold Bake (Indian singing) and
Robert van Gulik (Chinese guqin), are not mentioned in Heins 1993. This may give the impression that
Jaap Kunst was the only Dutch ethnomusicologist during the first half of the 20th century. The important
work of Johann Sebastian Brandts Buys in Indonesia is also hardly mentioned; his work is relatively
unknown, because it has not yet been translated into English. His book on Madurese music is being
revised and translated into English by Linda Burman-HalL
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defended his dissertation on West Javanese Tembang Sunda Cianjuran in 1987 (Van
Zanten 1989). Ben Arps (1992) wrote a study on Javanese solo singing (tembang).
Several students wrote M.A. theses on Indonesian performing arts. 12
The study of Indian music was taken up by several scholars. Emmie te Nijenhuis
studies the music of South India, and her dissertation (1970) and most later books
consist of translations of Sanskrit treatises on music with a critical commentary. See
her article in the present volume. Indu Srivastava (1977) made a study of dhrupada.
Wim van der Meer and Joep Bor studied music in North India for a number of years,
and wrote dissertations on Hindustani music and the sarangi respectively (Van der
Meer 1980; Bor 1987). They are now both involved in teaching theory of Indian
music and sarangi on a professional level at Rotterdam Conservatory.
Chinese and Japanese musics are studied by Rembrandt Wolpert (1985, 1992)
and Elizabeth Markham (1983, 1991). A book on gagaku music, in which Wolpert
analyses the music by means of a computer, is to appear soon. The reader may find
an article by Rembrandt Wolpert in the present volume. 13 Ad and Lucia Linkels
published several recordings and books on Pacific music (Linkels 1988; Linkels, Ad
and Lucia Linkels 1984).
There have not yet been any Dutch Ph.D. dissertations on African music (or
other performing arts), other than Leo Plenckers' study on music from Algeria
(Plenckers 1989) 14 • South America is also a rather neglected area in Dutch studies of
performing arts. Elisabeth den Otter (1985) wrote about Andean music of Peru. Also,
some attention was given to Surinam; see Agerkop (1980), and Weltak (1990)_15
There are some dissertations on traditional European music. Jos Koning wrote a
dissertation on Irish fiddling, and published an interesting article on his musical

12

The articles by Bart Barendregt and Paula Bos in the present volume are based on their M.A.
fieldwork in Indonesia. Henrice Vonck is preparing her Ph.D. dissertation on North Balinese gender
wayang music. Paul A. Wolbers studied ethnomusicology in the Netherlands; he defended his Ph.D.
dissertation on the seblang and gandrung music of Banyuwangi, East Java, in the USA, 1992.
13
Willem Adriaansz (1965, 1978) wrote his dissertation on Japanese music at UCLA, USA. At the
Research School CNWS, Antoinet Schimmelpenninck is in the final stages of her dissertation on Wu folk
songs in China, and Gabrielle van den Berg is writing a Ph.D. dissertation on the poetical tradition in
Badakhshan, Tadjikistan.
14

Anne van Oostrum's Ph.D. dissertation will be on the Egyptian nay. The present author did
fieldwork when living in Malawi from 1967 to 1971; a copy of the tape recordings and documentation
may be found in the archives of the University of Malawi and the Department of Music, University of
Amsterdam. Jan IJzermans did fieldwork on Zambian possession music in the 1980s (IJzermans 1995).
There are quite a few anthropologists who descibed mask performances. Paul Folmer and Ed van Hoven
(1988) made a film on the jeli (griots) of Senegal.
15
Bernard Broere and Peter Banning studied South American music, and there are now a growing
number of students working in this area. Valentin lglesias is preparing an article on Bolivian music.
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There arc some dissertations on traditional European music. Jos Koning wrote a
dissertation on Irish fiddling, and published an interesting article on his musical
participation (Koning 1980). Ann Schuursma, for many years the librarian of the
Institute of Ethnomusicology at the University of California at Los Angeles, has been
living in the Netherlands for over a decade. In 1987 she received her Ph.D. from
UCLA on a dissertation on Romanian music. A few years ago she published an
annotated bibliography of ethnomusicological research (Briegleb Schuursma 1992).
Wouter Swets is an accomplished musician and an expert on Balkan and Turkish
music. He formed the Calgia ensemble in 1969, which made several recordings
(Swets 1992). Rokus de Groot describes in his dissertation (1991) the influence of
non-Western music on the Dutch composer Ton de Leeuw, and in the present volume
the reader may find his article on De Leeuw's concept of extended modality. 16
Finally, I should like to mention Rob Boonzajer Flaes' work on the diffusion of
music and musical instruments. He published CDs and a book on brass bands all over
the world (Boonzajer Flaes 1993a, 1993b), as well as a film on this subject, in
cooperation with Johan van der Keuken. He also made a very interesting film about
the diffusion of the polka to the Americas (Boonzajer Flaes and Maarten Rens 1986).
Researchers of dance are less numerous than those of music. Saskia Kersenboom
wrote a dissertation on South Indian dance (Kersenboom 1984), and she is presently
preparing a second book on South Indian dance, with a CD-i (The life of the text).
Clara Brakel-Papenhuijzen wrote a dissertation on court dances in Central Java (sec
Brakel-Papenhuijzen 1992). Jean Hellwig (1989) made a film on popular dancing in
West Java, based on his fieldwork. 17
Kees Epskamp (1989) wrote a general study of non-Western theatre. The studies
of the Indonesian wayang shadow theatre by Hedi Hinzler (1981) and Victoria Clara
van Groenendael (1985) follow in a tradition of Dutch studies by Kats and others.
Recently Hanne de Bruin (1994) finished her dissertation on South Indian
Kat(aikkuttu theatre. Chinese theatre is studied by Wilt Idema and Garrie van
Pinxtcren, Japanese theatre by Erika de Poorter, and African theatre by Mineke
Schippers (see Epskamp and Thoolen 1991a:132; 1991b:78-95). Several other Ph.D.

I!)... The Dutch composer Ton de Leeuw was a student of Jaap Kunst and was deeply influenced by
Indonesian and Indian music. The composer Theo Loevendie was equally influenced by Turkish music.
Will Eisma and Sinta Wullur are among those who have composed several pieces for Javanese gamelan.

17

Erik de Maaker is presently finishing a video film on teyyam ritual performances in North Kerala.
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dissertations on theatre are in preparation. 18 Boudewijn Walraven studied Korean
shaman rituals, including the song texts (see, for instance, Walraven 1993).

Societies and foundations
Het Genootschap voor Muzikale Volkenkunde (Society for Musical Ethnology,
founded as Exotic Music Society in 1956 - see the first article of Marjolijn van Roon
in this volume) was instrumental in stimulating and organizing activities in the field
of ethnomusicology of professionals and amateurs till the end of the 1970s. It also
acted for a number of years as the Netherlands section of the International Folk
Music Council (now the International Council for Traditional Music).
On the initiative of Ton de Leeuw the Eduard van Beinum Foundation organized
three Orient-Occident Encounters under the title 'Musicultura'. During two to four
weeks stays in the old estate of Queekhoven (Breukelen), about 25 musicians,
composers and musicologists from East and West met to arrive at a deeper insight in
the different ways in which eastern and western countries approach and experience
music. The effects of acculturation also formed part of the discussion. In 1974 China,
Japan and Korea were represented, in 1975 the Philippines and Indonesia, and finally
in 1976 the Perso-Arabian and Hindustani and Carnatic classical traditions. These
meetings, in which ethnomusicologists world-wide participated, were unique in that
they united theory and practice and were also representing the topic of learning by
performing.
The Nederlandse Vereniging voor Etnomusicologie 'Arnold Bake' (Netherlands
Society for Ethnomusicology 'Arnold Bake') was founded in December 1984. Its aim
is to provide a platform for scholarly exchange and discourse in the field of
ethnomusicology. In 1993 the society started publishing Oideion; The performing arts
world-wide, in cooperation with the Research School CNWS for Asian, African and
Amerindian Studies of Leiden University. It took on the task of organizing the 1995
European Seminar in Ethnomusicology in Rotterdam.
The Dutch branch of ISTAR (International Society for Traditional Music
Research) Foundation was founded in 1986 by Joep Bor and Wim van der Meer,
after they had started a school for Indian music and dance in Amsterdam. ISTAR
Foundation was instrumental in the process that led to the Indian music section of
Rotterdam Conservatory (1987, headed by Joep Bor), and the World Music School
in Amsterdam (1990, headed by Huib Schippcrs).

18
Robin Ruizendaal on Quanzhou (Fujian, China) puppet theatre. Further, Yvonne van Genuchten
on the texts of West Javanese pantun stories, and Rob Dumas on dulmuluk popular theatre in North
Sumatra. Petra de Bmijn specializes on Turkish manzum oyun theatre.
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CHIME Foundation (European Foundation for Chinese Music Research) was founded
in Leiden in 1990. Its daily business, including the publication of two issues of
CHIME Journal each year, is dealt with by Frank Kouwenhoven and Antoinet
Schimmelpenninck. The foundation has a documentation centre in Leiden. It has
sponsored and organized many concerts of Chinese music in the Netherlands,
featuring first performances of works by modern Chinese composers. CHIME held
its first international conference in 1991 (Geneva), and will hold a second one in
1995 (Rotterdam), both times in cooperation with the European Seminar in
Ethnomusicology.
The Stichting Volksmuziek Nederland (Netherlands Foundation for Folkmusic),
established in 1983, regularly publishes a guide with addresses of music and dance
groups in the Netherlands and Belgium. Most groups have a West European
repertoire, but the list also contains groups performing non-West European music and
dance, mainly Balkan-Greece-Turkey, and Latin America (Van Diggelen and
Mommers 1993). Some of the most important addresses of such organizations may
be found in the last section of the present volume.

Conclusion
I have discussed the various ways that non-Western performing arts are studied in the
Netherlands. Although nowadays most researchers at universities learn by performing,
they do not necessarily aim to become professional performers. Students at Rotterdam
Conservatory, in contrast, are trained to become professional performers. The lack of
teaching materials for practical training is still a serious problem. One of the main
tasks of researchers seems to be to develop teaching materials suitable for music
schools and conservatories.
World music schools only teach music and dance which can be performed on
stage. However, not all music can be suitably performed on a Western stage.
Researchers from language and culture departments study genres of music and dance,
even though they are not able to participate in performing them. The assumption is
that genres that Westerners cannot - or should not - learn by participation are still
worth studying by traditional anthropological methods, because of what they tell us
about human beings trying to cope with life. By studying these phenomena,
researchers are dealing with ethno-communication or cross-cultural communication,
relevant for any multicultural or intercultural society.
In the last 35 years Dutch ethnomusicology arranged itself over several
institutions, societies and foundations. It is no longer just one or two researchers who
are concerned with non-Western music and dance. Moreover, during the last decade
Dutch ethnomusicology has been in a process of internationalization. In 1986 the
Netherlands Society for Ethnomusicology became the Netherlands National
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Committee of the International Council for Traditional Music. The society published
the first issue of Oideion; The performing arts world-wide in 1993, and in 1995 the
first international conference on ethnomusicology will be held in Rotterdam: the
European Seminar in Ethnomusicology, in cooperation with CHIME, Teaching World
Music and Rotterdam Conservatory. Foundations like ISTAR Netherlands and
CHIME, and the Teaching World Music network have been very important in this
process of internationalization.
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WORLD MUSIC AND MUSIC EDUCATION IN THE NETHERLANDS

Peter van Amstel and Huib Schippers

Abstract
The interest in non-Western music shows a steady rise over the past decades. Tltis articlet discusses
how the public became interested in this music, and how immigrant musicians from different parts
of the world enriched the musical scene in the Netherlands. In the last decade music schools have
started courses in non· Western music. The lack of teaching materials, and the integration of nonWestern music teaching in the educational system are major problems. These problems are now
addressed at a national level. This resulted, for instance, in training courses for music teachers.

Introduction
Over the past decades, we have seen a steady rise in interest in non· Western music.
A convenient starting point is 1966, when Beatle George Harrison generated a wave
of enthusiasm for Indian classical music by becoming a disciple of sitar virtuoso
Ravi Shankar. Apart from the sheer magnitude of the phenomenon - suddenly
everybody seemed to play or listen to Indian ragas - this period seems to have
marked a change in attitude towards non-Western cultures. For in spite of all
misconceptions about Indian culture, listeners did respect Indian music. Previously,
the few world music ensembles that reached these parts were regarded solely as
exotic rarities, barring the true appreciation of a few enlightened souls.
Consequently, the media devoted some time and space to Indian music, record
companies leapt into the new market, and Indian music became a part of main stream
concert series (Indian classical music at Woodstock and Monterey, in Carnegie Hall
and the Amsterdam Concertgebouw). Indian music schools were founded in Europe
and the United States. Western musicians began to learn Indian music and experiment
with it. There were fusion attempts in the fields of jazz, pop and Western classical
music.

1

This article is an updated compilation of various speeches and previously published articles. The
survey on minorities iu the Netherlands has been previously published by Radio Netherlands lntemational
(translated by lain Macintyre), as an introduction to their CD no.l World Music in the Netherlands.
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In time, however, the fad passed. We have not seen a surge of interest in any way
comparable to the Indian music craze. African music in the late eighties came
nowhere close, and neither does music from Latin America now. Short-lived waves
of interest (Mystere des Voix Bulgares, qawwali from Nusrat Fateh Ali Khan, vocal
techniques from Tuva) come and go now. What is interesting about them, however,
is the fact that they leave a residue behind. There is still a substantial audience for
Indian classical music, as there is for African music, judging by the success of
Y oussou N'Dour's latest hit Seven Seconds.
Moreover, we see a new group of listeners that is truly open to a large variety of
musics from all over the world. Until recently, that phenomenon was unheard of
outside ethnomusicological circles and isolated individuals. The broadly interested
world music lover has made his entry into the Western musical arena. It is through
him or her that there is a steady rise in respect for and interest in world music,
irrespective of the occasional faddish surges of interest.
Where all that music comes from
Surinamese winti rituals and Balinese gamelan, classical music from India and
Turkish rock ... dozens of well-attended concerts and happenings of world music take
place every week in the Netherlands. Annual festivals with musicians from faraway
places as well as groups and soloists from the Netherlands attract hundreds of
thousands of visitors every year. In the big cities there are specialist stores with eel's
from all over the world. Every self-respecting record shop has at least a few world
music titles on its shelves. In addition music from many corners of the globe is
taught in several music schools and conservatories.
In the Netherlands, there are large contingents of people from Turkey, Morocco,
and Surinam, the latter divided into two major groups: creoles of African origin and
Hindustani descendants of migrant labourers from India. There is also a small group
of Javanese people from Surinam. Some rush to embrace the typically Western Dutch
society, others cling to the old, even ancient traditions of their ancestors. Nowhere
traditions may be preserved so well as in a foreign country. So there are musicians
who regard themselves primarily as cultural representatives, determined to emphasize
and preserve their cultural identity. There is also a growing number who regard
themselves first and foremost as musicians, with their own special contribution, but
not constantly emphasizing their roots. New genres are even created in the
Netherlands only to be picked up in the country of inspiration.
By 1900 there were already quite a few Javanese living in the Netherlands, many
of them the children of nobility sent there to study. These students gave the first
performances of game/an music in the Netherlands. The first big wave of Dutch
colonists returned home from the East lndies in 1945, followed in subsequent decades
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by tens of thousands of Indo's, people of mixed Dutch and Indonesian origin. In
1951, some 12,500 Moluccan soldiers of the Royal Dutch East India Army were
brought to the Netherlands, temporarily, they were told. They were then collectively
discharged from service and housed in camps spread throughout the country. They
would never return home. In the late fifties, young Indo's and Moluccans played an
important role in the pop music scene in the Netherlands. They excelled in krontjong,
sweet songs of homesickness and longing, Hawaiian music with steel guitars, close
harmony singing and rock'n'roll, indorock. The newspapers wrote: 'These are Dutch
lads who know their stuff' and 'Dutch rock'n'roll from South America', completely
ignoring the Indonesian background of the musicians. During the sixties these bands
faded out from the picture, having stayed with their increasingly outmoded standard
repertoire for too long.
Surinamese jazz musicians came to prominence as early as the 1920s. Coleman
Hawkins referred to saxophonist Kid Dynamite from Surinam as 'an excellent
saxophone-player, really great', but the big wave of Surinamese was yet to come. In
1954 Surinamese and Antilleans were granted Dutch citizenship, enabling them to
travel back and forth unhindered between their native country and the Netherlands.
The announcement of Surinamese independence in 1975 made tens of thousands of
Surinamese decide to stay in the Netherlands permanently. First to come were the
creoles, people of African descent, and the largest ethnic group in Surinam. The ritual
Afro-Surinamese music of the forest creoles, the more modern kawina and kaseko
dance music made their appearance. Musicians in the Netherlands developed
paramaribop (named after the Surinamese capital Paramaribo), a productive fusion
of jazz (bebop), Latin and Surinamese music.
The Hindustanis soon followed. These were Indians who had gone to Surinam as
contract labourers. Their music, derived from religious and classical Indian music, is
called baithak gana, 'music, of seated people', vocal music accompanied by
harmonium, dholak (drum) and dhantaal (iron rod). The young people formed bands
playing Hindipop, a mixture of Euro-American rock, Latin jazz and Hindustani
melodies and vocal styles. The Javanese of Surinam, who had been shipped from one
colony to the other as coolies, introduced their variant of the Javanese gamelan. This
music was rediscovered in Holland a few years ago by a number of young
Surinamese. This rediscovery was timely, because the people who know how to play
this music are now old.
A small group of the Surinamese Indians, the indigenous population, also came
to the Netherlands. In the Antilles, they had long since been wiped out. Their music
is traditional and closely related to rituals. It is used within the Surinamese Indian
community and appears not to have much appeal for a wider audience.
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The Dutch economy has long benefitted from low-paid workers who make few
demands. In 1960 the Netherlands came to an agreement with Italy to provide
labourers. There then followed Spaniards, Portuguese, Cape Verdeans, Turks,
Yugoslavians, Tunisians, Greeks, Moroccans and Anti!leans. Right to the end of the
seventies companies were bringing in new waves of cheap labour, to the despair of
the Dutch government since there was no longer enough work for them. And, against
all expectations, they settled in the Netherlands and sent for their families to join
them.
Turks and Moroccans are now among the largest minorities in the Netherlands.
Classical Arabic and Turkish music is heard here and there, but Turkish youths are
more interested in popular music from their home land (arabesk, Turkish rock) and
in folk music with the baglama (plucked lute) and darbuka (ceramic drum) as the
main instruments. The same is true of the Moroccans, who are predominantly
descendants of the Imazighen (Berbers), inhabitants of the Rif and Atlas mountains.
They brought frame drums, iron clappers, flutes and stringed instruments. They also
brought rai', the popular music that came originally from Algeria, but is now the
music with wich young Algerians and Moroccans, in both the Maghreb and Europe,
express themselves. Apart from rai', Turkish and Moroccan musicians also experiment
a great deal with Western instruments and harmonies.
The first Chinese arrived in the Netherlands as stokers on ships, and they now
form a large, if very closed minority, mainly active in the restaurant business. They
have their own cultural clubs and hardly ever play their music for a wider public.
In the 1930s there was an immigration wave of Jewish refugees from Eastern
Europe and Germany, and in the 1950s several thousand Hungarian refugees settled
in the Netherlands. Czechoslovakians, South Americans, Africans and Vietnamese
followed. The Netherlands is still a favourite destination for refugees, but the
prospects of being admitted have become much slimmer. The population groups
formed by refugees are small, but many nationalities have produced music groups
which have achieved more than local fame. Sometimes the music of these groups has
been taken up by enthusiast Dutch musicians who form their own or mixed groups.
The capital Amsterdam in particular exerts an enormous attraction on artists and
musicians from all over the world. Many foreign musicians have moved to the
Netherlands briefly or for longer periods of time, like the Andean Indians who earn
money busking the pavement cafes and public squares in the summer with more or
less traditional music. Another highly prominent group is the musical and dance
ensembles from various African countries, which play traditional repertoire as well
as contemporary forms like highlife and soukous.
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Where all that music is played
Even in the 1930s the Javanese had their own East Indian Cultural Circle, where
Indonesian music, song and dance were performed. At Surinamese ritual meetings,
skilled musicians play traditional instruments. The musicians playing at parties and
holidays may sometimes be only average, but they are successful and well-paid.
Turks and Moroccans spend large sums bringing over famous musicians from their
own countries. Political refugees play and sing for each other in Dutch reception
centres.
Virtually all of this completely passes the general public by, but is often the basis
of interesting new developments. Some of the groups loved and renowned in their
own closed circles attempt, with variable results, to make the transition to the public
podia.
Javanese gamelan music has been a regular feature at Amsterdam's Royal
Tropical Institute, the former Colonial Museum, since 1940, and has been played
mostly by Dutch musicians from then onwards. For many years ethnological
museums in the Netherlands have presented the cream of foreign musicians: authentic
traditional music, classical or folk, sometimes combined with dance. These expensive
productions are usually organised on a European scale and attract a fairly intellectual,
fairly wealthy, white audience. In the sixties the interest in India, fuelled by the
Beatles' patronage of sitar guru Ravi Shankar, led to a series of concerts in
Amsterdam featuring masters of Indian music. Slowly an audience was created which
is in no way reminiscent of the carpet-clad hippies of the sixties.
From the mid-seventies the general public slowly became aware of the growing
arsenal of ethnic music in the Netherlands itself. Contemporary music by groups and
soloists resident in the Netherlands was presented alternately with 'serious' classical
music and folklore. Unfortunately, the quality of the acts presented was not always
the top priority; it was ethnic therefore it was wonderful. Even so, this development
contributed to the recognition of musicians from ethnic minorities in the Netherlands
and slowly but surely the chaff was separated from the wheat.
Although the ethnological museums continued to offer opportunities for popular
music by ethnic minorities in the eighties, a Surinamese kaseko band or an Antillian
salsa orchestra on stage in the Royal Tropical Institute was not such a success.
Luckily, these respectable institutes were not on their own. In Amsterdam the
Paradiso club, formerly a church, and the Melkweg cultural centre, once a dairy,
were more successful in this field. These clubs offer spaces where people can wander
around, talk, eat and drink. The atmosphere is informal, the response to the music
immediate, people dance. Naturally, bands which play music made more for dancing
than for listening come into their own here, which is also indicated by the mixed
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audiences. These days, folk and classical music from remote parts are also presented
here for a young, racially-mixed audience.
In the realm of classical music there used to be a fairly strict division between
the concert halls where the great Western classics are celebrated and the few venues
where the masters of Asian classical music styles attract their own audiences.
Recently, however, more and more stately concert halls have started offering season
tickets for series of concerts with Indian classical music, Argentinian tango, Spanish
flamenco, Yiddish klezmer music, traditional music from Greece and more.
In the popular music scene the divide has always been much narrower. Talented
musicians from ethnic minorities play rock and jazz venues in top groups with mixed
line-ups. They are invited to join a great variety of groups as guest performers,
playing everything from out and out dance numbers to sophisticated contemporary
experimental music. Finally, there are countless venues for an evening out dancing.
Antillean Latin jazz and salsa orchestras are extremely popular in this circuit.
Countless Dutch people are also interested in playing the music of other cultures.
There are white musicians active in virtually all these circuits, game/an players are
almost all white. Indian classical music, Argentinian tango, Spanish flamenco,
African drumming and dance, Dominican merenque, Andean music, Brazilian samba
and Yiddish klezmer are all equally fanatically practised by white musicians and
dancers.
There is no need to emphasize the need for mutual understanding between the
different people that inhabit our countries. We are confronted with the effects of
intolerance on an almost daily basis. We have to realise that we live in multicultural
societies, and that our national cultures have become diverse. The music that these
people brought with them can be an important factor in establishing their place and
communicating with Western societies.
In the light of these changes it is likely - and desirable - that the curriculum of
music schools in Europe will change drastically. As jazz and pop music have been
included in the programme of many schools, we will see that more and more schools
will recognise the changes in the society around them and include relevant forms of
world music. A music school should not be - and cannot afford to be - an ivory
tower, a bastion of Western classical culture in a multicultural society.
For several years there has been a World Music Department at Rotterdam
Conservatory where musicians can graduate in Latin music, Argentine tango, Indian
classical music and flamenco guitar. Many hundreds of students at music schools in
Amsterdam, The Hague, Utrecht and other cities are learning to play the music of
other cultures, under the supervision of teachers often from ethnic minorities. Music
schools all over the country now have departments of world music in preparation.

WORLD MUSIC AND MUSIC EDUCATION IN THE NETHERLANDS

55

World music education
During the last decade many attempts have been made to integrate the arts of
minorities into cultural life in the Netherlands, but over ten years of extra funding for
minority arts projects by the Ministry of Culture, has not led to substantial,
well-integrated structures for the arts of numerous people from Turkey, Morocco and
Surinam who live in the Netherlands.
The problems that were encountered were vast. For instance, it was discovered
that organising saz-lessons for Turkish students did not do much in terms of the
integration of Turkish people in society. It also did not last, and indeed hardly any of
these projects made it past the initial months. There was no structure, no
understanding of the music, and thus teachers and students operated in isolation.
In 1982 the Ministry of Culture instituted a special committee to stimulate
minority arts, and on a local level money was made available. Amongst the many
projects that were supported was the ISTAR School for Indian Music and Dance in
Amsterdam, and the Turkish and Moroccan music lessons of the Amsterdam Music
School.
The first was a small-scale operation teaching North Indian classical music and
dance to about 50 - predominantly Western - students, while the second formed part
of the program of a vast institute with over 6000 students of Western music, and
directed itself mainly towards the folk and popular traditions of Turkish and
Moroccan people in the Netherlands.
Through the intervention of the Dutch government and the Amsterdam town
council, the ISTAR School of Indian Music and Dance was brought into contact with
the Amsterdam Music School. During the discussions that followed, a new approach
to teaching world music in the music school was evolved. There was to be a large,
coherent world music department, which would be well-integrated into the structure
of the music school.
From February 1990 preparations were made, and in September 1990 the
Amsterdam World Music School started with 25 teachers, 30 different courses and
over 300 students, learning music that ranged from Turkish folk song to Japanese
shomyo, from African djembe to Javanese gamelan. As it turned out, some of the
initial goals were realised. Different traditions of world music were being taught on
an equal footing with Western classical music, and the course attracted a well
balanced student body, with about half of non-Dutch origin.
The size of the department created a sense of coherence. There was a platform
for discussion of problems that pertained specifically to non-Western music. It is
significant that the development of the new branch was broadly supported within the
institute by the board, management and the teaching staff. Two different approaches
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to world music were joined: the interest in world music, and the desire to learn the
music of the mother countries by minorities.
Integration in the music school had the added advantage that lessons in world
music could be offered at very reasonable rates. Music schools are heavily subsidized
in the Netherlands. Moreover, lessons in world music were taken away from the
grubby atmosphere of community centres, into the more prestigious surroundings of
an established institute for the arts.
Although the situation in Amsterdam served as an example, other music schools
in the Netherlands had also been thinking about teaching world music. Rotterdam had
been experimenting for some time, mainly with Turkish music. In 1989 the citycouncil of The Hague called upon the municipal Music School to appoint a
coordinator, with the intention of organising courses in world music, and provided the
necessary funds for it. In the meantime the Music School in The Hague has fused
with the local Centre for Art Education into the Koorenhuis, where thirteen teachers
are now training some 300 students in different sorts of world music.
In Utrecht a slightly different approach was chosen. Instead of setting up a world
music department within the music school, the multicultural centre Rasa was chosen
as the initial place where world music teaching was to develop into a viable project.
The advantage was obvious: having organised concerts and cultural programmes by
non-Western artists for years, Rasa already had a large and colourful audience. The
idea has appeared to be a good one, for after two years a healthy baby was carried
over to the Utrecht music school. Acting on their own, but in many cases inspired by
these examples, Enschede opened a world music department, as did Alkmaar,
Almere, Den Bosch and Nijmegen. Several music schools in other cities are also
making plans.
In order to keep each other informed, an informal meeting circuit was arranged
under the melodious name LOWO, which has since been taken over by the LOKV,
the Netherlands Institute for Arts Education. During the meetings, joint problems are
discussed: funding, organisation, publicity, finding teachers and educating them.
Often fruitful plans to resolve them are made.
The apparent success of these 'world music schools' does not imply that there
are no unsolved problems left. Questions begin in the classrooms. How do we deal
with the inclusion of oral traditions in a Western music school program, in which the
teaching largely depends on notation? In music schools, the actual number of contact
hours with the teacher is very limited, mostly less than an hour per week.
As a contrast, consider the traditional student of Indian music. He moved in with
his teacher, and slowly absorbed the music in his environment: the complex melodic
and rhythmic structures, the tonal qualities, and the ways of improvising. Spending
twenty years in the house of your teacher is a viable means for music to be
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transmitted. In fact, it is very likely one of the best ways to learn any form of music.
Unfortunately, it is not the most viable way in terms of practicality, certainly here, in
Western institutions, but also increasingly in non-Western countries, where the pace
of life and circumstances have changed drastically in the past decades.
The absence of well-prepared teaching material is, however, one of the main
problems in world music teaching. While any music shop sells a variety of teaching
methods for harp, classical guitar, mandoline or trap drums, the world music teacher
is usually forced to find or create his own material. Some have gathered useful
material from years of teaching, others select it from the books or notation they
manage to find. Both approaches have one thing in common: they are not accessible
to others. In order to get some insight into the materials being used, and to make
them accessible to others, the LOKV has been doing research. The results were made
available through a database and a publication at the Centre of Repertoire Information
for Music (RIM).

Training teachers
In order to adapt to the new situation, teachers have to develop their teaching to the
fullest. They have to decide on how to use modern aids, such as tape recorders,
devise group sessions, and search for ways to transmit knowledge that has been
handed down orally for centuries as efficiently as possible. That makes very high
demands on world music teachers in the West, who have usually become so by virtue
of their proficiency as performers rather than teachers.
One thing that may be fruitful in this respect is to create an exchange of ideas
between Western and non-Western teachers. Common ground may be found in the
fact that both groups operate within the same institute. At the same time, while world
music teachers can possibly gain from the Western ways, it is obvious that Western
classical-music teachers can pick up one or two ideas on the way as well. Getting to
know non-Western approaches to teaching may prove challenging and inspiring.
In due course, colleagues from different parts of the world can also work
together on a project that has long been due: a culturally diverse introductory course
to the principles of music. Basic music education is at present founded entirely on
Western concepts. We should ask ourselves if that is still a viable approach. Does the
music education that we offer our children do justice to the musical sounds that
surrounds them? And can we not devise a much more interesting and exciting
introduction to music by explaining rhythm with African drums or Indian tabla-bols,
sound quality with gamelan, and harmony with Bulgarian singing?
A fair number of highly qualified players of different forms of world music live
in the Netherlands. However, they are mainly performers and not qualified teachers.
Although some of them have been teaching for years and are now officially qualified
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for appointment as teachers on the basis of their experience, the didactic qualities of
others are considered hardly adequate.
An additional training in didactics and methods of teaching is desirable. From the
teachers' point of view the advantages would be improvement in the quality of their
teaching: better knowledge of techniques for handling larger groups or difficult
students, being able to make short term and long term plans etc. A second, but
equally important effect would be that officially trained teachers would more easily
obtain a firm position at music schools dominated by Dutch teachers. They would
also earn a better salary.
These effects would be equally favourable for the music schools and their pupils.
A high standard of teaching is a first condition if local and national governments are
to remain interested and willing to invest money in these projects. And, last but not
least, poor quality teaching - both in the instrumental and in the didactical sense would be a certain way to lose world music students very quickly.
Based on these considerations, the LOWO-participants soon decided that a
special course was needed for training world music teachers. A grant proposal was
sent to the Ministry of Culture to give extra training to twenty world music teachers.
The Ministry provided the necessary funds. Twenty-two teachers registered. The first
course started in September 1992, and a second course is now running.
The LOKV, the national organisation for education in the arts, is organising these
courses. For didactics and methodology, experts have been hired from the Rotterdam
and Alkmaar Conservatory. Preparatory work is being carried out by a teaching
expert from the Alkmaar Conservatory and an ethnomusicologist, who works at a
world music school, one of the authors of this article. In the preparatory stages,
visiting the teachers during the lessons and conducting interviews with them are the
most important activities. The exact content of the course is based on this research.
The possibility is taken into account, that established Western concepts of
teaching methods and techniques may very well turn out to be of little value in the
classes of a gamelan or sitar teacher. At the same time, there will be an openness to
ideas and techniques that could contribute to regular Western music teaching, which
tends to be strongly based on technical rather than auditory skills in the Netherlands.
Apart from teacher training and introductions to teaching psychology, which is
the main focus of attention during the course, there will be lectures on the
organisation of music schools in the Netherlands and the prevalent ideas on arts
education to amateurs. The participating teachers each give a brief lecture
demonstration on their own music. In order to broaden the horizons of the
participants, as those of musicians from Turkey and Suriname may not coincide,
there will be an introductory course in world music history.
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A course stretches over three weekends divided over a nine month period, during
which the participating world music teachers reside in a place that is accidentally but
very appropriately called Contact of the Continents. During the months in between,
there will be assignments that have to be carried out before the next meeting. The
official inspection of amateur arts education has agreed that everyone who completes
the course with good results will get a teacher's certificate, on condition that they
have sufficient musical skill. The inspector, with external experts, examines all the
participants with this aim.
Although this line of action seems to put a lot of emphasis on the functioning of
world music teachers, it is certainly not assumed that conventional Dutch music
school teachers, with their conservatory papers, are necessarily better equipped to
teach. It is quite possible that soon there will be a number of world music teachers
who have more to offer - both as teachers and as performers - than many of their
Dutch-trained colleagues. That must be a new thought to some.
Some of the future teachers will possibly come from the conservatories of music
and professional training courses. In Rotterdam, there is a world music department,
where flamenco guitar, Indian classical music, Latin American music and Argentinian
tango is t~ught. The students who graduate from this course will be officially
qualified to teach world music in music schools. They will have to create a balance
between the different types of music that they represent and Western teaching styles.
The students who graduate with a teacher's degree should be well prepared for the
multicultural society in which they will be working. In the short term, however, it
seems unlikely that the Conservatory will be able to fulfil the demand in the
Netherlands, which is mainly directed towards teachers of music from Turkey,
Morocco and Surinam.
The Alkmaar Conservatory is interested in the points of view that may arise from
the new developments in the music schools. Indeed, it is time that we abandoned our
Euro-centric approach to music. How can we speak of General Music Education, if
we only offer two musical scales and some variations as possibilities? What about the
scales of Arab music, the sounds of the gamelan and the rhythms of Africa?
The Western music departments of the conservatories may also have to shed the
luxury of their ivory tower position in the near future. Their students will be
operating in a society in which a large proportion of their pupils will come from nonWestern cultures. A thorough introduction into these cultures may be in order, for
violinists and pianists as well.
About half of the students who register at the world music schools have a nonDutch background, which corresponds to the percentage of minorities in schools in
the big cities in the western part of the country at present. The average student is
between 25 and 35 years of age, significantly older than the average music school
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student. Like their Western peers some of them tend to come from a cultural elite. A
fairly high percentage, however, seem to come from a lower income bracket and
level of education.
Interest amongst students could be measured at the end of the first year, when
they had the opportunity to register for the second. Some 60% continued. It turned
out that the greatest interest was found amongst students of the more 'serious'
musical traditions, such as flamenco guitar, Indian classical music and game/an.
Popular music, such as Turkish saz, Afro-Caribean pop music and Moroccan rai'
showed the largest shift of students. Some subjects failed to draw a sufficient number
of students. Japanese shomyo, Iranian santur and South Indian saraswati vina
unfortunately had to small a following in the Netherlands to make it viable.
Other forms of music seem to exist more fruitfully outside the formal structure
of a music school, such as the Surinami lwwina percussion groups and, to a certain
extent, lwseko bands. Conservatories and even music schools have a limited reach. If
we believe that there is an artistic and social good in getting acquainted with the
values of other cultures, the main focus of attention should be the schools. Only there
can we reach all the students who will be part of our societies in the future. There is
a great need to develop a coherent program of world arts that will bring each child
into contact with different aspects of the richness of the world's cultures.
That may sound easier than it is. There have been several school projects
featuring non-Western music. In the early days, they consisted of a confrontational
meeting with world music in the form of a concert or a workshop. Consensus now
seems to be that music from another culture does not necessarily come across very
well in this way. As a reaction, there are those that now say that we must always
present music in its cultural context. This is a truth that has been held on to with
enormous tenacity. It does sound very convincing. Certainly music is closely linked
to the culture it comes from. But to what extent will we be able to recreate the
atmosphere of ritual drumming in a village in Ghana without seeming ridiculous?
In some cases, we should avoid too much emphasis on a culture, as it may have
the reverse effect. If we continue to stress that these dances and songs come from
Morocco, bake Moroccan bread, enact Moroccan weddings, we run the risk of
stigmatising the children from that area worse than before. These things have
happened. Maybe we should let go of our well-intended preconceptions and think
more musically.
The Amsterdam Music School developed a project for primary schools called
'Drumming on the world'. It features percussion traditions from West Africa, Turkey
and Latin America. The program has been developed by three professional drummers
and coordinated by education specialists. The children first work with their classroom
teacher for a few weeks, and finally go to a little theatre, where they meet up with
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the musicians. The children are divided into three groups and start working with the
three drummers. After a while, they perform what they have studied while the other
children sing and dance to the rhythm. In the entire project, we do not speak of the
background or culture. The children get completely involved in the music; they do
not care where it comes from. They are simply learning about rhythm and dance, and
at the same time increasing their understanding of other cultures.
Children are not stupid. They need to be presented with something challenging,
something that lives for them. It is time to look at the real value of different forms
of world music, work with musicians who can show the art at a high level, who can
capture the children's interest.
Serious intercultural music education will require new approaches to teaching
music in schools. A music teacher cannot be a specialist of the musical traditions of
all the nationalities of the world. But he or she can work with professional musicians
to come to an interesting and well-conceived system of approach, that will certainly
go further than polished versions of Moroccan songs taught by someone who doesn't
know them.
A lot of work is to be done before world music will be a universally respected,
regular part of Dutch music schools. But with the organisation of courses in several
large music schools a firm basis has been laid. Thanks to the efforts of national
organisations, such as the LOKV, the initiatives have been lifted above their local
relevance. Those who are interested can now profit from the experience of others.
Both local and national governments appear to be convinced by the success of
this approach; for they have provided funds for several initiatives on a local and a
national level. Can it be true that, finally, there is a large scale project that benefits
all the cultural groups in the Netherlands? It certainly seems so.

JAAP KUNST, GOVERNMENT MUSICOLOGIST;
AN UNUSUAL INCIDENT IN THE COLONIAL POLITICAL HISTORY
OF THE NETHERLANDS EAST INDIES
Marjolijn van Roon

Abstract
The Jaap Kunst collection, in particular the correspondence, provided the principal source for the
present article. 1 Out of the vast wealth of subjects dealt with in Jaap Kunst's correspondence, I chose
for the topic of my present paper an event in Dutch colonial politics which may safely be said to be
unique, namely the appointment of a government musicologist in the Netherlands East Indies. Jaap
Kunst signed the official confirmation of his appointment as 'ambtenaar voor het systhematisch
musicologisch onderzoek in den Indischen Archipel' on 6 January 1930. Unfortunately the
appointment turned out to be only a brief one, however. In 1932 the function was discontinued as a
result of the adverse economic situation at the time, which gave rise to budgetary deficits in the
Netherlands itself as well as its colonies.
In this article I intend to discuss more in particular the ·factors leading up to this unusual
appointment, namely Jaap Kunst's own pleas in favour as well as the opposition of his rival,
Johannes Brandts Buys, discussions with the Governor-General and the Minister for the Colonies, and
debates in the Indonesian Volksraad (People's Representative Council), as well as the comments on
all this in the press of the day. The period covered is that from 1928 to 1930.

'We have the men, we have the ships, we have the money too'
The morning issue of the daily Nieuwe Rotterdamsche Courant of Saturday, 9 July
1927 (Newspaper articles 1927a), contained a review by Joh. F. Snelleman of a new
publication by the German scholar Waiter Kaudern 2 entitled Musical Instruments in
Celebes, which had appeared as the third volume in the series Ethnographical Studies
in Celebes (Kaudern 1927). Snelleman was the author of the 1918 article on
Indonesian music and musical instruments in the Encyclopaedie van Nederlandschlndie. Here he was the first to point out that there was an urgent need for specialized

1

See for all the correspondents mentioned in this article the annotated index of Kunst's
corespondences between 1920 and 1940 in: Proosdij-ten Have/Van Roon 1992. Archives and collection are
kept at the University of Amsterdam (see also the chapter 'Ethnomusicological Collections' in the present
volume).
2

Waiter Kaudern was curator of the ethnographic section of the GOieborg Musei in Sweden.
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musicological research in the then Netherlands East Indies. The only descriptions of
indigenous music up to then were descriptions of musical instruments, according to
him. The authors of these 'said nothing about the sounds they produce and the
manner in which they are played, that is, about the very things that are really
important' (Snelleman 1918:623). Snelleman's conclusion in the said book review ten
years later was:
'It is regrettable that we have not taken care of the instruments of Celebes and
the "music" the local people produce on these ourselves. We have the men, we
have the ships, we have the money too. Mr. and Mrs. Brandts Buys and Mr. and
Mrs. Kunst continue collecting in Java and Bali and publicizing their finds. We
have written repeatedly about this in the paper. Mr. Kunst has at present gone on
a visit to Von Hornbostel, docteur es bambous perces, citrouilles emmanchees et
conques epointees 3 and they are going together to the exhibition at Frankfurt,
where Kunst is to give a talk on Indonesian instruments and music with the aid
of a boxful of magic lantern plates. It has not occurred to anyone, however, to
charge our compatriot musicologists with the task which Kaudern has now
performed. Perhaps in that case we could also have been treated to the music
which Kaudern does not provide except for a few sounds from the flutes.'

Snelleman had much admiration for Kaudern's descriptions of the musical
instruments. He would, however, have liked to have seen these supplemented by
transcriptions of the music as it sounded, which Kaudern had not got round to
making during his stay in Celebes, and Snelleman knew who would be able to make
such transcriptions, for 'we have the men, we have the ships, we have the money
too!' Apparently the Netherlands was not taking advantage of the opportunities and
resources at its disposal in this respect in spite of this.
We do not know for certain if Snelleman knew that Jaap Kunst was going to
make a case for an official appointment as 'gouvernementsmusicoloog' in the
Netherlands East Indies at precisely that juncture, in the middle of his first European
furlough, in 1927. His article shows, however, how well-known Kunst's musical
research was at the time. Kunst had taken an interest in indigenous Indonesian music
from the moment he first set foot in that country in 1919, although he was dependent
for his livelihood on his job as a senior-rank lawyer with the Department of
Government Works.

3

Snelleman is poking mild fun at V on I-lornbostel, who owed his professorship to his work with the
Phonogramm-Archiv, where he collected and analysed non-Western musical instruments and recordings of
non-Western music. The term bamhous perces refers especially to Von I-lornbostel's theory about the cycle
of 'Blasquinte', which took the tuning of bamboo flutes as point of departure.
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The reference to the famous musicologist Erich Moritz von Hornbostel is striking.
Hornbostel was later to play a prominent part, together with his fellow-musicologist
Curt Sachs, in the fulfilment of Snelleman's wish, namely for the appointment of a
special Dutch official to conduct systematic musicological research in the Indonesian
Archipelago.
Kunst's rival in the competition for this appointment was the above-mentioned
musician-journalist Johannes Brandts Buys. The latter had settled in Java in 1918 and
had been engaged in the intensive study of traditional Indonesian music- like Kunst,
assisted by his wife -- ever sinee. 4 Mr. and Mrs. Brandts Buys, who had likewise
been cited in Snelleman's review, reacted as follows in their publication De
Toonkunst bij de Madoereezen (1928:48, note 17a): 'What limitless optimism the
author in the N.R.C. [... ] evinced when he urged [... ] us Dutch to "take care of" such
research ourselves, as "we have the men, we have the ships, we have the money
too"! Sure enough; produce it (that is, the money) tomorrow!'

Prelude
The creation of an official function for the conduct of systematic musicological
research in the Netherlands East Indies did not come entirely as a surprise. When
Kunst first started exerting himself to secure an appointment as government
musicologist, he was taking advantage of the general interest in Dutch cultural policy
in Indonesia, which had been increasing hand over fist for a number of years.
In 1918/19 and 1920/21 the first 'Java congresses', the so-called 'Cultuurcongressen', were organized on the occasion of the foundation of the Java Instituut
(see Reports 1918-21 ). At these meetings music and music teaching in Indonesia was
one of the subjects discussed. At the 1921 congress in Bandung the particular focus
was on 'the possibility of developing music in Java' (that is to say, mainly in Central
and East Java, although attention was also given to Bali and the Sunda region). Prior
to this discussion, a number of preliminary recommendations, which were to serve as
points of departure for the debate, had been formulated and published in the
Institute's new journal, Djawa. Jaap Kunst, too, had been invited to formulate a
preliminary recommendation. He had refused, however, as he feit he had not picked
up sufficient knowledge and experience during the first two years of his stay in the
Netherlands East Indies. He nevertheless took part in the congress and wrote an
'open letter', in which he made a strong plea for instituting systematic musicological
research, in reply to a number of questions asked him by the .Java Instituut

4

In addition the two ladies were of necessity working in teaching jobs to supplement their husbands'
earnings.
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(Correspondence, letter of 20-11-1920). Here he argued that indigenous music should
be protected and preserved and warned especially against pernicious Western
influences which threatened to destroy the unique identity of indigenous music. He
said about this in his '/nleiding van het Praeadvies Javaansche Muziek' (Introduction
to the Preliminary Recommendations with Regard to Javanese Music) at the congress
itself: 'The danger is the greater as Javanese music, in a manner of speaking, lacks
the inner strength to successfully withstand the influence of Western music' (Reports
1921 :291). Brandts Buys, who did formulate an official preliminary recommendation,
in the main agreed with this, but was more explicit about the 'possibilities of
developing Javanese music'. Despite the fact that Indonesian intellectuals also
participated in the congress, Brandts Buys realized that by holding these
deliberations, attention was being drawn to the following dilemma, saying:
'Probably Western dominance has been the principal cause of the paralysis
suffered by the arts. It is by no means certain that our arrival here has been an
unmixed blessing for these peoples. On the other hand we may say that that same
West is now providing the impulse for the new development. The inherent
danger of this is that the stimulus is for the greater part an external one and only
partly an internal one.' (Reports 1921 :284.)
Even so, the participants at the end of the deliberations reached agreement about the
necessity of taking the following measures:
1. The foundation and support of music schools with indigenous directors in the
centres of music;
2. The encouragement of musical practice in wider circles through local co-operation
or organization also in other places;
3. The stimulation of Javanese musical practice in the education of boys and girls by
means of music lessons, school gamelan orchestras, and so on;
4. Support for attempts at developing an appropriate musical notation (see also
Brandts Buys 1924);
5. The scientific study of music, musical instruments and the history of music;
6. Financial and moral support from the central and all other governments for this
and other measures, with a request to the Java lnstituut for the greatest possible cooperation in implementing these measures.
Brandts Buys clearly played a more prominent role in all this than Jaap Kunst.
He moreover made himself useful afterwards by publishing regular reports of his
musicological research in the Java lnstituut's journal, Djawa. A passage in De
Toonkunst bij de Madoereezen (Madurese Music) suggests that initially the
government had also shown an interest in his abilities as a researcher. He says: 'The
reader probably knows that one of us [i.e. Brandts Buys himself] was at one time
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assigned the task of drawing up a set of regulations for indigenous music teaching in
government schools. This assignment was given him - entirely unsolicited,
incidentally - by His Excellency Mr. Fock in the course of an audience.' Brandts
Buys had allegedly refused the offer for a variety of reasons, so that that had been
the end of the affair (Brandts Buys, J.S. and A. Brandts Buys-Van Zijp 1928:245-6).
There are a number of obvious factors responsible, in my opinion, for Jaap
Kunst's subsequently taking over the lead in 1928 and for his being selected for the
function of government musicologist instead of Brandts Buys, who was so favoured
especially by the Java Instituut. Kunst was much more skilful at handling public
relations than his more reserved colleague, for instance. He entertained relations with
socially and politically influential persons both in Indonesia and the Netherlands, and
extended these relations further during his furlough in 1927. He had the advantage
over his rival in a number of other respects as well. In the first place, he already had
a job as government official, and would therefore only change rank in the event of
an appointment. Finally, he had his collection of instruments, photos and recordings,
assiduously built up by himself and his wife over a number of years, to contribute as
a kind of bonus.
More important than any of the above factors, however, was the circumstance
that Kunst and his work had so much affinity with the aims and ideas of the
contemporary school of ethnology, with its predominantly German orientation, which
in many respects was imitating archaeology and its methods. The prevalent view was
that the development of Western culture was reflected in the various stages of
development of non-Western cultures. There was a quest for materials in so-called
'more primitive' cultures which were supposed to be equivalent to the artefacts of
earlier stages of Western culture. The ethnologist's - like the archaeologist's principal task was the collection and classification of these data and materials. This
was precisely the task Kunst set himself in the field of music, and he took full
advantage of this affinity with archaeology.
Systematic archaeological research in the Netherlands East Indies had started as
early as 1901 and an archaeological service (Oudheidkundige Dienst) had been set up
here. On 28 July 1927, in the middle of Kunst's furlough in the Netherlands, a report
of this service appeared under the title 'Indische Archeologie' (Dutch East Indies
Archaeology) in the evening paper, Algemeen Handelsblad (Newspaper articles
1927b). This article said, among other things: 'The systematic conservation of Dutch
Indies antiquities has been a government task for twenty-five years now ... The duties
of this service are to catalogue and supervise the antiquities, to devise and implement
measures for saving them from decay, and to take measurements and pictures of
them.' Kunst was cataloguing Indonesian music in the same way by making pictures
and recordings, transcribing the music, and describing the dances. He collected
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musical instruments, took measurements of them (particularly in order to establish
their tonal range and tuning), and made photographs and lists of everything he
included in his collection. His principal motive in doing all this was the wish to
conserve indigenous music, which according to him was already 'in a state of
decadence' and in a process of becoming extinct under Western influences. If it was
impossible perhaps to 'save' everything, then at least records of it had to be kept for
posterity.

Van Erp-Nota
The strong similarity between Kunst's research and that of the archaeological service
thus automatically led Kunst to link his application for systematic musicological
research to a proposal to be attached as government musicologist particularly to this
service. The then director of this service, Dr. F.D.K. Bosch, had always supported
Kunst in his view that official government intervention was urgently needed in the
field of musicology as well. This was why Kunst sent the first official letter
containing his plea for the institution of such research first of all to his friend Theo
Van Erp, the famous restorer of Borobudur.
The so-called 'Van Erp-Nota' (memorandum to Van Erp, running to six
typewritten pages) lists all Kunst's activities since 1920, that is to say, from the
moment of his open letter to the Java Instituut. It mentions his publications, his
musicological archive, his contacts with scholars abroad, and all kinds of other things
to persuade the Dutch government to give him an official appointment in this field.
He noted at the same time,
'Indeed, the Government has done something: it gave the undersigned and his
wife a free ticket for the Javanese Government Railways after the appearance of
the first volume of their Toonkunst van Bali (Balinese Music), and this gift was
and is highly appreciated and has not been without a certain beneficial effect. As
the demands of a government function allowed the undersigned no more than a
fortnight's annual holiday, however, the opportunity of freedom of travel was to
a large extent illusory, or at any rate could not be taken advantage of to the full.'
(Memorandum, addendum to the letter to Van Erp of 3-10-1927.)
Kunst pointed out the general cultural historical and archaeological value of
musicological research. Foreign governments did appear to realize the importance of
this and were despatching their experts even to the Netherlands East Indies to
conduct research. He referred to the above-mentioned scholar Waiter Kaudern, to the
German scholar Dr. Vatter, and to the Phonogramm-Archiv in Berlin, of which his
(pen) friend Erich Moritz von Hornbostel was director.
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He further posited that indigenous art was being destroyed by a 'Westersche infectie'
(Western infection). If something was not done soon, it would be too late. Much time
and money were needed for the necessary research, more than he had had to spend
on it so far. The research was to be a full-time job: 'It requires and deserves
someone's full time and total devotion and the general support of the community'.
He felt that he should be attached to the archaeological service, what is more as
was mentioned above ···· and he came at a 'bargain price', finally, as he would
contribute 'recording and measuring equipment' and had already started a
'phonogram and photograph collection'. He moreover had an undertaking from the
Berlin Phonogramm-Archiv that it would make copies of his wax -cylinder recordings.
This way the government would acquire 'a varied musicological collection at a
minimal cost' if it were to appoint him, and 'important musicological data would just
in time be preserved for posterity for the benefit of cultural history' (memorandum
to Van Erp, 3-10-1927).
Kunst sent a copy of this Van Erp-Nota first of all to Professors C. van
Vollenhoven, Johan Huizinga and J.C. van Eerde. Their reactions to his pleas were
all positive. Van Vollenhoven offered to have the research supported through the
Oostersch Genootschap (Oriental Society), and Van Eerde, who was director of the
ethnological section of the Koloniaal Instituut (Colonial Institute) in Amsterdam,
undertook to persuade this institute to lend financial support. The Leiden professor
Huizinga drew public attention to the subject through the publication of an article
entitled 'Kiank die wegsterft' (Sound dying away) in De Gids (Huizinga 1928). Like
the Van Erp-Nota, Huizinga's article became a weapon in the campaign. Jaap Kunst
was to send copies of both to a large number of interested persons.

A 'white man's burden'
The publication of Huizinga's article in the January issue of De Gids of 1928 was
immediately followed by reviews of it in the Dutch East Indies press. One appeared
in the Locomotief of 31 January 1928 (Newspaper articles 1928b) under the title
'Pleidooi voor Indische Muziekstudie' (Plea for the Study of Netherlands East Indies
Music), for instance. With the subtitle 'Een groote taak wacht' (A major task awaits
us), this actually was mostly a summary of the Gids article. The Sunday issue of De
Nieuwe Courant of 8 January 1928 (Newspaper articles 1928a), too, devoted a
column to a summary of - plus a number of literal quotations - from Huizinga's
article. Its author wrote in his opening paragraph: 'The January issue of De Gids
under the title "Klank die wegsterft" featured a plea by Professor J. Huizinga for the
phonographic recording and preservation of the sound of Indonesian music'.
Accordingly the title of this review was 'Een museum voor Indische muziek' (A
Museum of Netherlands East Indies Music). This shows that the reviewer was struck
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especially by the phrase 'recording and preservation', although Huizinga in actual
fact had mentioned a much more comprehensive task, envisaging links between
various disciplines. His words had been:
'For the study of non-European music, Indonesia is the richest region in the
whole world. Here lie excellent opportunities for Dutch and Javanese scholars,
musicologists, archaeologists, linguists, ethnologists and historians to work
together. Here is a field where art and science may be most intimately linked
together, with art being capable of being preserved only by science. Here is a
"white man's burden" if ever there was one; here one will serve a noble, welldefined goal not with hollow phrases but by devoting all one's energies to it.'
(Huizinga 1928:122)
Although Huizinga mentioned both Mr. and Mrs. Brandts Buys and Mr. and Mrs.
Kunst as musicological researchers in the Netherlands East lndies, his preference for
Jaap Kunst is clear. Describing the latter's abilities and publications, he concluded:
'At this very moment the most eminently eligible and qualified man for the job without wishing to detract from Brandts Buys' qualities-, whose dearest wish is to
pour all his energy and enthusiasm into it, is available. How long will he remain
available? One of the principal American universities is already showing an interest
in him, whom the most prominent German musicologists consider suitable for any
chair in this field.' (Huizinga 1928:121.)
Kunst was to warn the government in fact that he had had an offer of a chair at
Stanford University (California) as well. For this he had asked Sachs and Von
Hornbostel to write a reference. He was later to ask these selfsame 'most prominent
German musicologists' for another reference, this time addressed to the director of
the Department of Education and Religion in the lndies, in connection with the
coveted appointment as government musicologist. In his mention of the American
offer he was bluffing, as the invitation had come from Professor (of Biology) L.B.
Baas Becking, who was working there and would have liked to have had Kunst as a
colleague, while there had been no confirmation from Stanford University itself; later
on there turned out to be in fact no vacancy for which Kunst automatically qualified.
The offer from Baas Becking nevertheless formed an important element in Kunst's
tactics in arousing people's interest in him.
Huizinga additionally suggested that the research on Indonesian music as part of
the musicological research into cultural migrations undertaken by Kunst and Von
Hornbostel was extra important. It was important 'not only from a musical historical
and aesthetic point of view, therefore, but was also of prime importance for general
cultural anthropology or ethnology'. He concluded by saying that, if the Dutch East
Indies government should decide to set up a musicological research project, he was
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sure 'that the enthusiastic contributions offered by private individuals would soon
grow into an impressive capital'. Huizinga himself wasted no time in suiting the
action to the word in this respect by immediately setting out to canvass financial
support for Kunst. Together with Ms. Delprat he collected money from a number of
private individuals. The eventual sum was to come to about DJ 6,000.

'De zaak marcheert'
Meanwhile Kunst on 11 January 1928 had sent a written application for a personal
interview with the Minister for the Colonies, Dr. J.C. Koningsberger, with a view to
explaining his position to him and persuading him of the importance of the matter
(Correspondence, 11-1-1928). There are several letters that show that ex-member of
the Raad van Nederlandsch-Indie (Netherlands Indies Council) L.C. Westenenk,
currently working in the Department for the Colonies, had been advising Kunst in the
matter of his application to the government (see Correspondence, letter to Huizinga
of 2-11-1927 and letter to Westenenk of 19-l-1928).
Kunst was granted the interview. He wrote to Erich von Hombostel, on his way
back to the Indies: 'Indeed, we have started our return journey, but with a joyous
heart. Prof. Huizinga's, Prof. Van Vollenhoven's, Van Erp's and Westenenk's
exertions on behalf of a project of musicological research in the whole of the
archipelago seem to be paying off. I moreover had an audience with the Minister for
the Colonies, who, though indicating that this was a purely Indonesian affair, added
that he personally was much in favour of the plan and would send a letter of warm
recommendation to the Governor-General. On my taking my leave he wished me
success with the fulfilment of my wish. Dus de zaak marcheert goed [So things are
going well]' (Correspondence, letter 19-1-1928). Jaap Kunst could have no inkling
that the matter would suffer considerable delay in particular because it had to be
discussed in the Volksraad van Nederlands-Indie (Netherlands East Indies People's
Representative Council).
Kunst started lobbying to secure support on all fronts as soon as he arrived in the
Indies. One of the first letters he sent was to the vice-president of the Raad van
Nederlandsch-.Jndie (Netherlands East Indies Council), K.F. Creutzberg
(Correspondence, letter of 19-2-1928). With this he enclosed copies of Sachs'
reference for Stanford University (!), the Van Erp-Nota, and a letter from Von
Hornbostel underlining the necessity of the proposed research.
Sachs and V on Hombostel wrote some new letters of recommendation in March
1928, this time to the director of the Department of Education and Religion,
Hardeman. Kunst kept the mother country (represented by, among others, Van Erp,
Van Vollenhoven, Van Eerde and Huizinga) informed of the latest developments in
a constant stream of letters. For instance, he reported to Van Vollenhoven on his
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talks with Professor Schrieke (one of the directors of the Bataviaasch Genootschap
(Batavia Society) and vice-chairman of the Comite voor Wetenschappelijke
Onderzoekingen (Scientific Research Committee)) and with the above-mentioned
Bosch, Creutzberg and Hardeman (Correspondence, 9-3-1928). The latter were all
convinced of the importance and urgency of musicological research in the
archipelago, but the 1929 budget proved a stumbling-block. The general belief was
that it would only be possible to institute such research if moral and material support
were forthcoming from the other party. Hence Kunst had asked Van Eerde if the
Koloniaal Instituut could perhaps express its support in the form of a monthly
contribution, for example, in return for which he was prepared to supply it with
copies of photographs and recordings in his collection. Professor Schrieke had
asserted, Kunst wrote in the conclusion of his letter to Van Vollenhoven, that the
Director of the Department of Education and Religion would do everything in his
power to have him attached to the Archaeological Service.
On 18 March 1928 Kunst, although he had not yet received the promised letter
from Minister Koningsberger, applied for an audience with the Governor-General, De
Graeff, for whom he enclosed a copy of Huizinga's article. The audience with De
Graeff took place on 4 April. With reference to it he wrote to Van Erp, 'Well, I'm
glad I went. His Excellency was extremely interested and said in the end that he had
the utmost sympathy for the matter and that he would discuss it with the Director of
Education. If only the financial obstacles can be removed! For they are now the only
ones.' (Correspondence, letter of 6 April 1928.)

Brandts Buys
'Come to think of it, there is another one, and rather an unpleasant one', Kunst
continued his letter to Van Erp. As it turned out, there was opposition to the plan.
Among others the secretary of the Java Instituut, Sam Koperberg, took up the
cudgels for Brandts Buys, while articles in favour of Brandts Buys as rival candidate
were starting to appear in local newspapers in the Netherlands East Indies. Kunst
suddenly felt threatened, the more so as there was supposed to be a rumour
circulating that he had literally copied certain bits of information from the linguist R.
Goris for his publication Hindoe-Javaanse muziekinstrumenten (Hindu Javanese
Musical Instruments) without mentioning his source. This rumour was entirely
unfounded, as Kunst had thanked Goris at length for his linguistic information and
advice in his foreword (see Kunst 1927). Kunst feared that his name might be
brought into discredit.
There was opposition from the mother country, too, with as main spokesman the
composer Willem Pijper, who published a response to Huizinga's article in De Gids
in his journal De Muziek of July 1928. Actually, Pijper had intended publishing his
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reaction as a rejoinder in De Gids, but it had been refused by the editorial board of
that journal under the influence of its member Huizinga. Huizinga had commented on
Pijper's letter to De Gids that 'I do not like this article at all. There is something
underhand, perhaps something rather personal ... ? about it. It tries to take advantage
of the current adoration of the "born artist". To write a reaction to it - the only thing
I would be able to do - would necessarily lead one to touch on subjects that are far
too fundamental for an epilogue.' (Comment scribbled by Huizinga at the bottom of
Pijper's letter of 21-5-1928 to De Gids.) What Pijper had written in his article was
that he fully agreed about the importance of instituting musicological research in the
Indonesian Archipelago, but he disagreed with Huizinga about the appropriate person
for this. He preferred the 'more mature and more experienced researcher' Brandts
Buys to Jaap Kunst. He moreover felt that
'the official prospector for solid artistic treasure should combine the temperament
of a creative artist, hence "musical intuition", with the intellect of a scholar
within himself. The work of purely recording, as sometimes accomplished by Mr.
Kunst at his best, is extremely important, but is so especially for museums and
phonogram collections. Indonesian music is more than a record repository,
however. It is not a relic, but a living organism. Only a born artist with many
years' European experience, a thorough connoisseur of European music, is likely
to succeed in bringing Indonesian music to life for Western artists - and at the
same time for the people of Europe. It is not just a codification of practices that
is at issue: Indonesian musical research is much further-ranging than that.'
(Pijper 1928:435.)
He suggested that Brandts Buys as a professional musician would be much more
capable of doing this kind of work properly than Kunst (who, after all, was best
known as a lawyer). Pijper touched a sensitive spot here. When Jaap Kunst read the
article in August 1928, he immediately proceeded to write a letter to Huizinga in
which he tried to refute all of Willem Pijper's arguments in ten points. He did not
intend reacting publicly, as Pijper 'wants at all costs to checkmate me, after all, in
order to clear the way for his bosom friend B.B., to whom he is indebted for his ...
position as music critic of the Utrechts Dagblad. This being the case, a polemic is of
no use anyway - aside from the fact that it would be too late' (Correspondence,
letter 20-8-1928). It was nevertheless evidently important for him to justify himself
vis-a-vis Huizinga, whom he regarded as his spiritual superior and moreover as a
moral mainstay in the Netherlands. How sensitive Kunst was to Pijper's remark about
his musical qualities is apparent from the intensity with which he tried to vindicate
his musical talent- as the first of the points he submitted to Huizinga. The following
passage from his letter, in which he emotionally defends himself with a collage and
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summary of facts -· in this case even in such a way as to almost comically and
entirely unjustifiably substitute quantity for his quality - is typical of Kunst:
'But how is it that I am not a musician? I have, as you know, been fully trained
as one, was a member of the Groningen symphony orchestra for a time,
collected, rearranged and published numerous folk-songs, composed a number of
songs (of which the Vrijwilligersmarsch sold 10,000 copies and was arranged for
carillon), used to give and still give violin lessons in my spare time, have given
many lectures on musical subjects in the Netherlands, Netherlands East Indies
and Germany, and came to the Indies as a musician.' (Correspondence, letter of
20-8-1928.)
Brandts Buys himself kept in the background in the middle of all this; that is to say,
no personal written testimony from him has been preserved (or at any rate found).
There is nothing to show that he engaged in lobbying as well. Willem Pijper and
Sam Koperberg probably automatically came to his defence for reasons of friendship.
That Brandts Buys was definitely interested in an official appointment as researcher
is testified by, among other things, his allegedly asking the Dutch musician and
conductor Jan van Gilse for a reference in this connection at an earlier stage. Van
Gilse's wife wrote about this: 'Johan Sebastian had hopes of a government
commission to conduct research in the field of Javanese music and wanted a
statement of his competence in this respect from my husband to show to the
authorities' (Ada van Gilse 1963:174). Van Gilse never actually got round to writing
such a statement.
There was no question of any communication between the two rivals while all
this was going on. They had carried on a fairly lively correspondence, but this
abruptly ended on Kunst's return from furlough. The last letters between them
concerned the settlement of the payment for a tonometer Kunst had brought with him
from Europe for Brandts Buys. Mrs. Brandts Buys settled this matter and there were
no more signs of life from her husband. This led Kunst to conclude that his colleague
was offended at not being directly involved in his efforts to get an official
musicological research project off the ground.
Volksraad
The proposal for the appointment of an 'ambtenaar voor het systhematisch
musicologisch onderzoek' (official for systematic musicological research) in Indonesia
also became an item on the agenda of the Volksraad in 1928. Instituted in 1918, the
Volksraad in 1928 comprised 60 members - 'inheemschen' (natives), Dutch, and a
small number of 'uitheemschen' ('aliens': Chinese residents, and so on). Half the
members were elected, the other half were appointed by the governor, and the
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chairman was appointed by the Crown. The Dutch East Inclies government was
obliged to submit the budget to the Volhraad and to consult it in connection with
this budget. It had two sessions a year: a spring session, starting on 15 June and
ending on 15 September at the latest, in which the budget was discussed, and a
second session for the discussion of the supplementary budget. Hence Kunst's
proposal was debated during the Volksraad's 1928 spring session. The Begrooting

van Ned.-Indie voor het dienstjaar 1929, Afd. V, dept. van Onderwijs en Eeredienst
(Netherlands East Indies budget for the financial year 1929, Section V, Department
of Education and Religion; see Reports 1929b) announces this proposal as follows:
'One of the members would consider it desirable from a cultural point of view
for the Government to commission an expert to make a study of Indonesian
music in general and Javanese and Balinese music in particular. In this
connection an article, "Klank die wegsterft", by Dr. J. Huizinga in De Gids of 1
January 1928 was referred to.'
The government hence was still debating the 'if' and the 'if so, how'.
The Volksraad's reaction was predominantly positive, though it immediately
suggested that Jaap Kunst was not the only eligible candidate. In accordance with
good Volksraad practice, it did so without mentioning any names. The following is
a humorous excerpt from a preliminary discussion between two Volksraad members,
Messrs Kies and Stokvis:

'Stokvis: "... Where it is not ruled out - I think I am justified in saying it is
certain - that there is not just one expert available in this particular field, but at
least two, I would like to ask the honourable Government representative to make
use of all the available personnel where there are so few and where the field is
so vast. Why should we restrict ourselves to one person, to the exclusion of
perhaps another?"
Kies: "What a pity there is no harmony between the two gentlemen, as harmony
is of the essence in music."
Stokvis: "I didn't mention any names, and moreover, a non--harmonious chord
may have an extraordinary effect in music. Mr. Kies does not qualify as a
musicologist yet."
Kies: "No, but it mustn't become a jazz band."
Stokvis: "A jazz band is not Indonesian music."'
Huizinga's article was frequently cited during this session. The members of the
Volksraad had prepared themselves well and had read the article carefully. Pijper's
article had appeared too late for this Volksraad session to act as a counterbalance.
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The debate bogged down on the question of whether one or two experts should be
appointed. Pangeran Hadiwidjojo observed in this connection that 'the matter has a
more personal side, in addition to a practical one, as it is of the utmost importance
that the best qualified person, of whom we are certain in advance that we may expect
good results, be commissioned with the research in question, which to my mind is
scientific'. A reporter of the Algemeen Indisch Dagblad immediately drew the
conclusion from this that Hadiwidjojo had insulted Brandts Buys (Newspaper articles
1929). This prompted Jaap Kunst to submit a short article to the Locomotief for
publication, in which he observed that he found this interpretation most amusing.
'After all, such a conclusion is only liable to be drawn from the passage cited by
someone who has a very pronounced view on the qualifications of the person on
whose behalf an attempt at defence was made here. For the rest I fully agree with the
view that is expressed so coincidentally.' (Correspondence, appendix to a letter from
Kunst to Hadiwidjojo of 16-7-1928.) Here again it was Kunst's quick pen which
provided an antidote.
On 20 July the following motion was subsequently proposed by Messrs Stokvis,
Dwidjosewojo and Djajadiningrat (Reports 1929b, Section V, Document 21 ):
'The Volksraad,
Being of the opinion that the Government's intention to stimulate systematic
scientific research into the value and significance of indigenous music deserves
to be applauded,
And feeling that the little available expertise should be most fully utilized in such
a comprehensive research programme, invites the Government to table proposals
towards that end in the coming autumn session.'
A few members of the Volksraad disagreed with the content of this motion, because
it allegedly suggested in the first place that by definition more than one expert should
be appointed and in the second place that the government would not 'address this
matter' before the autumn session, namely 'this year from funds which it may have
at its disposal' (Jonkman). It had meanwhile become clear to the members of the
Volksraad that there was question of only two particular experts for this research
project. From this moment on Kunst's and Brandts Buys' names were openly
mentioned in this session.
Hardeman, who represented the government as Director of the Department of
Education and Religion, observed that, come what may, there probably wasn't
enough money for more than one researcher anyway. He suggested that the salary of
the director of the Archaeological Service, Dr. Bosch (then on leave abroad), which
had temporarily become available, might be used to pay the wages of the government
musicologist whose appointment was wanted. This would only be possible for a very

JAAP KUNST, GOVERNMENT MUSICOLOGIST

77

short period, however, while he doubted that a year would be sufficient for the kind
of research proposed. If the term should turn out to be longer, a separate item would
certainly have to be created on the budget. This was met with suggestions that, if
there was so little money anyway, a 'start might be made with the official who is
available to us' in any case. Jonkman was supported here by Messrs. Van Helsdingen
and Kies.
The motion tabled by Stokvis c.s. (dubbed the 'Brandts-Buys Motion' by Kunst)
was rejected by 28 votes against and 10 for. The subject was closed on p. 1136 of
the Departmental Report with a list of names of those for and those against (Reports
1929b).

Koninklijk Bataviaasch Genootschap
The government seemed to be in no doubt that Jaap Kunst was the obvious candidate
for the projected musicological research; the only thing that was in dispute was the
financial feasibility of the plan. This became obvious at a special meeting called by
the Koninklijk Bataviaasch Genootschap (Royal Batavia Society) on 6 August 1928
to discuss the government's request for advice in the matter.
The Koninklijk Bataviaasch Genootschap's annual report for 1928 informs us of
the financial side of the affair (Reports 1928:61)
'Mr. Hardeman, briefly summarizing the proposals, explains how the costs
entailed by musicological research are threefold, namely for wages, for
publications and for phonograms. Half the researcher's salary and his travelling
expenses would have to be paid by the Government; the publications on Hindu
Javanese music have up to now been financed by the Genootschap; and Mr.
Kunst himself will pay for the phonograms. The other half of the salary will then
have to be raised in private circles.'
It states that the Oostersch lnstituut (Oriental Institute) had offered a sum of DJ

1,000 for publications over a period of two years and that the Koloniaallnstituut in
Amsterdam had offered to contribute DJ 50 a month, on condition of Kunst's
promised 'quid pro quo' of copies of phonograms and photographs. This condition
seemed rather objectionable, according to the report. A suggestion was later made
that financial support should be sought from the so-called 'zelfbestuurders'
(autonomous rulers), provided the Genootschap would take the lead. All these
suggestions notwithstanding, the Koninklijk Bataviaasch Genootschap decided that it
could not give any assistance in any way at that juncture.
In October Jaap Kunst wrote to Westenenk (at the Department for the Colonies,
Netherlands): 'The papers have come back to Education with instructions to draft a
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formal recommendation and allocate funds now. I fear Mr. Hardeman is stalling the
matter until such time as there will be no money left in his budget as a result of Dr.
Bosch's return, and so will be spared the trouble of making a decision. I have the
impression that he was initially in favour of my nomination but has since become
confused because of people like Koperberg and Stokvis.' (Correspondence, letter of
19-10-1928.)
The matter came up for discussion again during the Volksraad's autumn session
in November 1928. It then transpired that the Volksraad was still awaiting the
government's decision. Both Hadiwidjojo and Stokvis were annoyed at the silence of
the government, which was evidently hesitant about a decision. Hadiwidjojo
complained about the fact that the government was still 'deliberating on what to do'.
The supplementary budget contained no item that might point to any decisions in the
direction of the research in question either. Stokvis urged the government to carefully
reread the previous departmental report.
Meanwhile Kunst was not entirely easy in his mind that a majority of the
Volksraad would remain favourably disposed towards him. He once more warned the
members Soekawati, Kies and Hadiwidjojo in rather exaggerated terms against the
opposing party's intrigues (see Correspondence 1928 and 1929).

'Ein Priizedenzfall geschaffen'
The affair simmered on undecided until May 1929, when Kunst received unexpected
support during the fourth Pan Pacific Science Congress. At a meeting of the
anthropology section the following motion tabled by Professor Elliot Smith was
accepted:
'A resolution to the purpose that the 4th Pacific Science Congress shall point out
to the Government of the Netherlands Indies the desirability of continuation of
Mr. Kunst's work. He demonstrated to the audience that his work is highly
important: firstly for the scientific value of the metrical problems [this refers to
the measurements taken by Kunst of the frequency of the tones produced by
particular instruments and the theories about this] and secondly for the
presentation of musical principles as still practised among popu!ations with an
old civilisation.' (Reports 1929a.)
Meanwhile people in the Netherlands had not been sitting around doing nothing
either. Professor Huizinga together with Ms. Delprat had collected about Df 6,000,
all of it donated by interested private individuals. In addition the Indisch Comite voor
Wetenschappelijke Onderzoekingen (Indies Committee for Scientific Research) was
offering DJ 1,500. Kunst elatedly wrote to his friend Erich von Hornbostel that the
chances of his getting the job were now high (Correspondence, letter of 15-6··1929).
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Von Hornbostel replied on 21 September that he was awaiting the result in suspense,
saying 'und es wiire ein Priizedenzfall geschaffen, auf den man die andern
Kolonialmiichte als Vorbild hinweisen miisste' (and a precedent would be created
which should be pointed out as an example to other colonial powers).
At last, in August 1929, the government announced its decision in the matter at
a meeting of the Volksraad, while the Nota van wijziging, begrooting-onderwijs
(Government amendment, education budget) contained an 'item 560b, systematic
musicological research in the Indonesian Archipelago'. The research proposal was
approved by the government, which at the same time however stipulated that the new
post was for the time being to be a temporary one and stated that it was not prepared
to nominate more than one expert, 'unless it should become clear in the course of the
research that the scope is too extensive for it to be left to a single expert', as the
Algemeen lndisch Dagblad, which published a most accurate report of this particular
Volksraad meeting, reported (Newspaper articles 1929). Volksraad member Tjokorda
Gde Rake Soekawati had once more sung Kunst's praises as the best candidate for
the project. The government had no intention of committing itself yet on the 'who'
and the further 'what', and particularly the 'how' of the funds to be allocated,
however. It indicated that it would leave this to the Director of Education and
Religion.
The Volksraad passed 'item 560b', and so Kunst was able to write to Mangku
Negoro that 'chances are high that in a few months' time I shall enjoy a complete
freedom of movement. I feel as though I will have nothing to wish for any more
once that should come true.' Mangku Negoro, however, replied on 17 October (see
Correspondence): 'I hope that Schrieke will eliminate the 'Zeljbestuur' as a factor in
order to be able to grant you that freedom, as there are dark forces at work, which
will find cause for putting obstacles in the way if the 'Zelfbestuurders' [autonomous
rulers] are consulted'. It is not entirely clear what Mangku Negoro, himself an
indigenous autonomous ruler, meant by this threat. Nor is it evident from other
documents in the Jaap Kunst collection what role had been assigned to the
'zelfbestuurders', who had also been mentioned at the meeting of the Koninklijk
Bataviaasch Genootschap. After all, the so-called 'self-ruling districts', which had
political rights of their own (customary law still remained in force here, for instance),
had been removed from the Volksraad's purview by government decision in 1927.
Accordingly the Volksraad's approval of the relevant item on the budget did not
automatically imply that the autonomous rulers would approve it. The research would
also extend to their territories, however, so that the government had probably asked
for co-operation and even financial support from this quarter. Hence Mangku Negoro
foresaw difficulties in this connection. There is nothing to show that such difficulties
indeed arose, however, or that any opposition from autonomous rulers had any

80

MARJOLIJN VAN ROON

influence. Mangku Negoro himself pledged his support, including financial assistance,
in every possible way. He had moreover praised Kunst to the skies to the GovernorGeneral.
Kunst was optimistic, in spite of Mangku Negoro's letter, and joyfully reported
to the home front in the Netherlands that the item on the budget had been approved.
Van Erp subsequently wrote to Kunst on 5 November 1929 (see Correspondence)
that he had discussed the mode of payment with Ms. Delprat, adding that 'the
vibrations in Schrieke's direction will soon follow'. He enclosed the draft of a letter
addressed to Schrieke, who had meanwhile received an official appointment as
director of Education and Religion in Weltevreden. It mentioned the said sums of the
privately collected funds (Df 6,000) and the Koloniaal Instituut's monthly
contribution (in exchange for phonograms and photographs from Kunst's collection),
as well as a few hundred guilders from the Oosters Instituut, making a total of about
Df 7,700. All this was subject to the one condition 'that the sum will be spent
exclusively for the benefit of the research, in so far as this is to be carried out by Mr.
J. Kunst'.

'Ein donnerndes Hurra!'
The formal decision was finally taken on 6 January 1930, and 'Mr. Jacob Kunst was
appointed official with the task of conducting systematic musicological research in
the Indonesian Archipelago by resolution of 6th January 1930', as the minutes stated,
on 23 January (see Plate 1). In the collection of Jaap Kunst's letters (see
Correspondence) the matter is concluded with a round of congratulations from every
direction and with twenty letters of thanks from Kunst, addressed in particular to
people like Huizinga and Ms. Delprat, of course. He moreover wrote a lengthy letter
of thanks to the Indisch Comite voor Wetenschappelijke Onderzoekingen, care of Le
Roux (dated 15-2-1930), in which he immediately accounts for the gift of Df 1,500
by enclosing an appendix with a description of the phonograms he had made in the
course of the Pan Pacific Science Congress and the purchase of archive materials. His
friend Von Hornbostel wrote exultantly: 'Eben bin ich an die Decke gesprungen und
nun rufen wir Ihnen ein donnerndes Hurra! zu' (I have just jumped for joy and we
now shout a thunderous hooray at you; letter of 13-1-1930). 5

5

I am indebted to Loekie van Proosdij who helped me with the search for materials, and to Ria van
Yperen who translated this article.
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ATE DOORNBOSCH:
A LIFETIME DEDICATED TO DUTCH FOLK SONGS;
FOUR DECADES OF 'ONDER DE GROENE LINDE'
Frank Kouwenhoven

Abstract
For many years, folk song collector Ate Doornbosch (69) regularly presented radio listeners in
Holland with authentic recordings of Dutch folk songs. His weekly programme Onder de Groene
Linde ('Under the· Green Linden Tree') attracted thousands of listeners and resulted in a unique
archive of song re-cordings and documents about singers. From 1966 until his retirement, Doornbosch
worked as a folk song researcher for the P.J. Meertens Institute in Amsterdam. His popular radio
programme ended in 1993. Looking back on his career, Doornbosch recalls his early adventures as
a song collector, the discoveries he made while researching the songs, and his struggles with
censorship. Some of the singers had reserva-tions about their own repertoire. One informant argued
that her songs 'did not really exist', because they were only 'fabricated gibberish'.

In the early twentieth century it was still possible to hear Dutch folk songs in their
traditional context. Mechanization of work, growing industrialization, the arrival of
electric light and other factors led to a rapid decline. Today only a handful of older
people still remember the folk songs they sang in their youth. The living tradition has
disappeared.
What are, or were, Dutch folk songs like? Some of the surviving repertoire
reflects the Calvinist morals one might expect from the Dutch, but more than a few
lyrics reveal a libertine spirit, a free outlook on life and a hearty taste for forbidden
pleasures. Drinking songs, erotic verse, mockery of the church - it's all there, in
lyrics traditio-nally sung by shepherds, peat-cutters, factory girls, seasonal workers,
schoolteachers, priests - people from many walks of life in Dutch society.

An effective method
The person who has contributed most significantly to knowledge in this field is Ate
Doornbosch, who toured Holland in his car and tape-recorded these songs over a
period of thirty-six years. Once a week he went out to tap newly discovered
resources in remote villages of the country.
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When he began his pioneer work in the 1950s, opportunities to record songs in a
functional context had already become rare, though Doornbosch did attend a few
locally initiated song sessions in isolated places like Westkapelle and Terschelling.
'On Terschelling there was hardly a generation gap such as I found in most
other parts of the country. The preservation of local traditions was stimulated by
a handful of local enthusiasts who organized tours on horseback to the eastern
part of the island. There they had these annual song and dance sessions which I
attended, between 1960 and 1975. Sometimes I stayed for a whole week. But
normally I would visit people at home and organize the session myself. The
original functional context did not exist any more.'
The combination of fieldwork and radio broadcasts proved an effective method of
collecting. Onder de Groene Linde was started in 1957, originally as a fortnightly
programme with a mixture of authentic recordings and instrumental dance music.
Later it was mainly folk songs, and the programme was broadcast every week. It
earned Doornbosch an average audience of 350,000 listeners, and a rapidly growing
list of interested persons and singers all over Holland. Huge piles of mail arrived.
Thousands of people sent in song texts to supplement what they heard on the radio.
What began as an entertaining radio programme soon became a research project of
vast dimensions.

'Be progressive'
Our interview with Doornbosch took place in one of the many canteens at the Dutch
radio studios in Hilversum, his current town of residence. He looks back on his
achievements with a mixture of pride and modesty. In some respects he sees himself
as a successor to Jaap Kunst - who collected songs and dances on the island of
Terschelling at the beginning of this century - but he acknowledges his somewhat
unusual position, in between the academic world and the radio. The combination of
these two worlds gave him a unique position in Europe. Hardly anywhere else did
scholars collect folk songs with the help of radio, he says. But it also set him
somewhat apart from his rather more academically-minded colleagues at the Meertens
Institute.
Did he have a musical background? 'To some extent, yes. I had a nephew who
was a professional piano teacher and player of dance music, and both my nephew
and I played the local church organ. In later years I received lessons in music theory
from the Dutch composer Oscar van Hemel.'
Doornbosch was born in 1926 in a socialist family in Nuis, a small village in
Groningen. His parents were not particularly well versed in music, but sometimes
there was singing at home. This must have fostered his later interest in folk song.
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'We had neighbours who visited my parents. Standing beside the kitchen table, they
would stare stiffly at the wall and sing folk songs. It made quite an impression on
me.'
As a schoolboy he read Multatuli and dreamt of going to the Dutch East Indies
as a government official. His father gave him this piece of advice: 'Whatever you
do, be progressive.' His plans for a political career came to nothing, but after a few
short-lived jobs as a social insurance worker he ended up in the music department of
the 'United Labourer Radio Amateurs' (VARA) in the early fifties.
'They had a folk song programme called "Not this way... - that way!", one of
those edifying programmes intended to raise the cultural level of the common
man - very typical of the VARA. The songs were sung by a unison church choir
and selected from an officially edited song book. Very professional and a bit
boring ... I started to think again about the folk singers I had heard as a child. I
remembered their rough voices, the directness and very special tension of their
performances. They sang a different kind of song, which I could not find in any
available anthologies.'

Plate 1: Ate Doornbosch:
'The rrmst interesting songs
are born at the crossroads
of different cultures'.
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Gibberish
In 1957 Doornbosch got permission to start a folk song programme of his own. He
went to Groningen and began to record, first of all, members of his own family.
'We reconstructed a number of folk lyrics under my father's supervision. It
turned out that he remembered many songs. My wife's grandmother, from
Drenthe, had a very clear voice and she provided the first "authentic" sound.
When I explained to her what sort of programme I had in mind, she sang from
five o'clock in the afternoon until ten in the evening! Then she said: "Now I am
tired, I have to go to sleep." But she was up again at eleven and sang for another
three hours. It was not just songs that came back to her, but all the memories.'
There was no need to rely on help from his family for long. Hundreds of people,
especially in the northern provinces, contacted Doornbosch. Ultimately it turned out
that the bulk of the orally transmitted song repertoire in Holland could be found
among labourers and, in the southern provinces of North Brabant and Limburg,
among small farmers with large families. But for many years, most of Doornbosch's
recordings were made north of the central rivers, where the socialist VARA had most
of its listeners.
Not everyone was happy with Doornbosch's programme. One listener in The
Hague wrote that she recognized some of the songs played in the programme. She
had heard them in her youth in Groningen. But these, she said, were only drunkards'
songs, 'roared by people of the most vulgar kind'. What good was it to broadcast
such a repertoire and to bring back to people's minds the poverty and misery of the
past, she argued. Another listener, who sang a few ballads herself in 1960, was
shocked in 1980 when plans were announced to publish commercial gramophone
records. 'It is not good to publish records and books of these songs', she
complained, 'because such songs do not really exist - they are just fabricated
gibberish.'

'Wild vespers'
More persistent objections to some of the songs came from the VARA. From time to
time this radio organization asked Doornbosch to purify his materials. He recalls one
particular song from Friesland with references to the Canticles. In that song the girl
says to her lover, who is a personification of Jesus Christ:
Ach minnaar laat mij met rust
Ik lig diep in mijn slaap gesust
M et u te paren heb ik geen lust

[Oh lover, do not disturb my peace.
Here I lie in deep repose,
I desire not to sleep with thee ... ]
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'They felt embarrassed about the last line. They wanted me to change it to "I desire
not to speak with thee". Just imagine, in 1957 ... I objected, we corresponded about
it, and ultimately they agreed to accept the original text. But if I ever came across a
version which ended with "I do desire to sleep with thee" they said I should contact
them again.'
In the 1970s, far more outspoken lyrics passed the censor without difficulties, but
the 1950s were a sensitive era, not in the least for the VARA. 'They did not accept
the popular city repertoire either. Popular artists from Amsterdam like Tante Leen
and Johnie Jordaan were considered taboo, and so was Louis Davids with his cabaret
song about the 'Little Man' who was 'born for a nickel rather than a dime ... ' Such
lyrics were thought to present a wrong image of the masses. The V ARA wanted to
edify.' He adds drily: 'Well, they didn't succeed.'
Sometimes Doornboseh arrived in a singer's village only to find the doors dosed.
It was a problem particularly in the Catholic southern part of the country. Catholics
were supposed to have nothing to do with the socialist and secular-minded VARA.
'So when they saw the well-known logo with the red cock in my letterhead, they
would run off to the local priest to ask for advice, and they would be told not to
receive me. When I found out about this, I decided to visit people without advance
notice. That worked much better.'
'Well I must admit that I did have reservations of my own about certain lyrics
I found in the southern provinces. People sang a genre which we called 'wild
vespers' -songs sung to church melodies but with rather unorthodox lyrics which
could only be intended for private performance during weddings or parties. For
a long time we did not dare to broadcast those on the radio. There were lyrics
about girls who had various lovers to choose from, or texts that poked fun at
religion. But one day I met a priest who helped me overcome my problems with
the genre. He said, "Let me sing one for you", and produced a really wonderful
example. I asked him under what circumstances he sang that song. He replied,
"in our local circle of priests"! He urged me to broadcast it on radio. After we
had done so, many more people dared to come fmward with their own private
repertoires.'

Last stronghold
In the early years of his programme, only three percent of the thousands of people
who contacted Doornbosch could be visited at home. There was so much material
that only a tiny fraction could be researched and broadcast. Initially the VARA
showeki little concern with the need for research and wondered if it was really a task
for the radio to help preserve threatened cultural heritages. True enough, they
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admittted that the arrival of radio and television had speeded up the process of folk
song decline, but all the same ... should they continue the programme forever?
In 1966 Doornbosch's Groene Linde we;nt from the VARA to the Dutch Radio
Union (NRU). H retained its old name. The transfer actually offered Doornbosch new
opportunities ··~ he was now able to put more emphasis on research and to intensify
his fieldwork. He was appointed a researcher at the P.J. Meertens Institute and could
now rely on the assistance of some colleagues. The institute made copies of all his
recordings for archival purposes.
Doornbosch enjoyed his fieldtrips immensely. Driving a car was part of the fun,
he says. Most of his informants lived in the countryside. He did not investigate urban
songs and gypsy songs, mainly because of a lack of time. His first attempt to visit a
gypsy caravan site was thwarted by a dog who bit his leg.
Some of his informants were rather nervous when he recorded them. Most people
needed to be put at ease, and Doornbosch had his own methods of establishing good
contacts. 'Anything, objects and pictures found on the mantlepiecc, television
programmes, or the view of the garden could serve as a starting point for a
conversation. We would gradually touch upon daily life in the past. Then we would
talk about the songs. Of course it was not only a way to get people to sing, but also
a way to learn more about the circumstances in which songs used to be performed.'
His singers were mostly elderly people. The average age of informants did not
change very much in the course of thirty-six years of collecting: most of his singers
were between 68 and 80. 'Apparently one's late sixties are an ideal age for people
to come to rest and to start ret1ecting on the past and on all the changes in life.' The
majority of Doombosch's informants were women, 'presumably because the
domestic family was the last stronghold of folk songs'.

Holland: a 'paradise of the periphery'
Gradually, Doornbosch acquired a clearer picture of local folk song traditions. Some
of the repertoire could be traced to the 15th century. People main! y sang during
work. Songs set the pace of work in many situations where bodily rhythms had to be
coordinated - during pounding, activities on boats, etc. In some contexts singing was
obligatory - as long as they sang, berry-pickers could not cat... People also sang
songs purely for leisure, especially late in the afternoon and just before sunset.
During a joint activity like peeling shrimps, members of a family would work their
way through the entire domestic repertoire of songs.
Folk songs helped to express group identities and could serve to control fear.
'For example, servant girls returning home in groups after a day's work would sing
loudly in the dark', says Doornbosch. 'They were probably never more united in the
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singing of political songs and never sang with more conviction than on such
occasions!'
Musically, there was little expression and little dynamic contrast in the songs he
collected. Instrumental accompaniment was almost unknown in Holland. Dutch dance
music was originally played on fiddles, and later on trekharmonika (accordion with
buttons). Jaap Kunst, at the beginning of this century, still came across some fiddlers
and flute players on Terschelling.
The dominating performance tradition in the past was group singing. 'I often got
the impression that people who sang in front of my microphone felt uneasy about
singing alone, without help from others joining in.' Doornbosch discovered that
Holland was at a juncture of two major influxes of folk songs from abroad. One
came from the south, with seasonal workers from Flanders who came to Zeeland and
North Brabant to work in the fields. Smugglers, too, and World War I refugees
brought folk songs from Flanders. The other influx came from field labourers -- the
so-called hannekemaaiers- and merchants from Germany who entered Holland from
the 17th century onwards. A considerable part of the folk song repertoires in the
northern provinces of Groningen and Friesland can be traced to these people. It is
possible that the well-known ballad about Heer Halewijn was not an original Dutch
song, but one imported from Germany. This would also explain the absence of
printed texts or manuscripts of Heer Halewijn before 1800. Doornbosch: 'I've seen
Dutch schoolteachers blush or grow pale when I mentioned this German connection
to them.'
Within Holland, folk songs spread freely in many directions. Dialects hardly
formed an obstacle. 'If people from different regions met, they sang together in
standard Dutch. There was also only one written language which everyone shared.'
In this way, peat-cutters from Groningen who went to work in the south were able to
learn the local songs of Brabant and eventually to take them back home to the north.'
The use of place names like Arras and Amiens (in northern France) indicates the
foreign origin of some Dutch songs. At present a lot is known about the import of
foreign songs, but still very little about the export of Dutch songs. Doornbosch would
have loved to study folk songs and song migration on a European level.
'I would like to investigate what a German has called das Gleichzeitige des
Ungleichzeitigen. Local economies do not progress at the same speed
everywhere. There are different levels of social and economic development, and
one might expect to see this reflected in the dissemination of folk songs, in their
continuation or disappearance on the local level. The most interesting song
variants are often born at the crossroads of different cultures or regions. Perhaps
Holland should be regarded as such a 'paradise of the periphery'. The song
about Heer Halewijn as we know it in Friesland is very different from versions
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that circulated in Flanders. And it is different from what we find in Groningcn,
where people have rationalized the song, have taken out all the magic, whereas
people in Friesland put extra emphasis on the supernatural elements.'

Listening is the best part
In the 1980s a number of commercial records of Dutch folk songs collected by
Doornbosch were released. In 1988, the first of a series of books with an annotated
selection of songs (lyrics and music) was issued under the auspices of the Meertens
Institute. The full series will contain some 500 songs on 2,500 pages some ten
percent of all the songs Doombosch recorded.
He was involved in the editing of the first two volumes, but later withdrew as
editor after conflicts with his colleagues. 'I wanted to give an impulse to further
research into processes of transmission and continuity. I hoped the books would be
more than just a collection of source materials. It's a pity ... ' There were disagreements
about editorial policies. Doornbosch was critical of some of the melodic
transcriptions, which he found too rigid, reflecting insufficiently what the singers did
in reality.
'I suppose part of the problem is that I've always retained a different way of
looking at things. I was at the same time a radio man and a scholar. For my
colleagues in Amsterdam, scholarship was a deadly serious business. They must
have been unhappy with the double image I presented.'
He adds:
'Perhaps what plays a role in the background is the fact that folklore studies
were abused for propaganda purposes by the Nazis during the Second World
War, which afterwards made scholars in this field so apprehensive and keen to
avoid anything that might affect the image of high-brow scholarship.'
According to Doornbosch, many aspects of Dutch folk songs still await further
investigation. Text variants of songs are often carefully charted, but so far only
limited research has been carried out into the melodies. His own major interest was
always in the texts. 'Well, I wanted to preserve the songs . But I must say that in
the course of my work I've noticed that the people have also become increasingly
important to me.'
He is now no longer active as a collectm, but he still participates in the annual
International Ballad Conference (IBF). Occasionally he revisits some of the places
where he collected songs in the past, like Walcheren and Westkapelle. The folklore
of former times is revived in these regions in organized festivals. 'l go there to give
a lecture or ... well, just to listen. Listening is really the best part of it!'

THE CONCEPT OF EXTENDED MODALITY
IN RECENT WORKS BY TON DE LEEUW

Rokus de Groat

Abstract
This article deals with the musical and philosophical concept of 'extended modality', developed in
recent years by the Dutch composer Ton de Leeuw (born 1926). A sketch is given of De Leeuw's
concept of an ideal modality; this concept has been a powerful incentive for him in developing his
own compositional approach and aesthetic outlook. Next, extended modality as a concept and as a
technique is dealt with. This is followed by a discussion of Harold Powers' musicological view on
traditional modality in the early eighties, when De Leeuw was explicitcly articulating his ideas about
extended modality. The study then explores the extent to which the modal properties found in the
musicological approach to traditional modality apply to extended modality. The conclusion ponders
what differentiates Ton de Leeuw's musical work from the art of a traditional modal musician,
relating this question to the function of extended modality in the context of contemporary Western
music.

1

Ideal modality and its function
From the late fifties on, Ton de Leeuw has presented an ideal picture of modality in
his articles, lectures, and comments on his own works and compositions of others.Z
Referring to the Pythagorean tradition, he attributes primal importance to ethos, in the
general sense of the maintenance or restoration of balance through music
(mesocosmos) in the human soul (microcosmos), based on knowledge of the universe
at large (macrocosmos).
De Leeuw's thinking about modality is embedded in a general spiritual view,
which may be verbally expressed as follows: Everything is already present in the
universe; essentially there is no question of becoming or overcoming; nothing needs

1
The writing of the final version of this article was made possible hy a fellowship granted by the
Netherlands Institute for Advanced Study in the Humanities and Social Sciences in Wassenaar, during the
academic year 1993-94. The author is grateful to the publishing house of Donemus, Amsterdam, for ample
possibilities to study their archives, as well as for kind permission to print musical examples from their
scores.
2
For instance De Leeuw 1964, 1973 and 1992. See also De Groot 1991, Chapter 15.
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to be conquered. Such a view is congenial with the message of the Vcdic
Upanishads, to which De Lceuw has inscreasingly been referring in the past decade.
Musically this ideal concept implies to him, the absence of any form of aesthetics
primarily designed to create and maintain tension. Consequently, De Lceuw favours
musical forms in which development, in the sense of the Western European
classical-romantic tradition, is not central. More specifically, the ideal music will
work within a closed and selective field of possibilities, will be cyclical and, in the
field of pitch relationships, will be centripetal. In this description, the expression
'closed fields of possibilities' involves refraining from introducing into the pitch
collections or melodic models which are chosen for a given performance, other
pitches, pitch collections, or models. 'Cyclicity' means the constant (and not
incidental) unfolding of a given pitch-time structure, shaped as a process; and
'centripetal' means the actual or virtual presence of a single set of dominant pitches
around which the music revolves, pitches from which the music arises and to which
it returns.
In accordance with this, the musician is ideally viewed by De Leeuw an
instrument for modal expression, and not primarily as the initiator of an original
creation. Such modal musical expression is contrasted by De Lceuw with
individualistic expression, the latter centering on personal emotionality, particularly
on inner conflicts, and on the uniqueness of the individual composer or musician.
Finally, De Lceuw attaches special importance in his concept of ideal modality
to the melodic-rhythmic aspect of music, with its possibilities of refinement as to
intonation and to the use of the space between the constituent pitches of an interval.
Starting from Ton de Leeuw's earliest statements about modality, Central Javanese
court music has served as one of his favourite references, because he views a
game/an composition as a unity within which different actualizations of the same
basic structure are simultaneously unfolded during a performance.
Reference to modality in De Leeuw's work is clearly related to his dissatisfaction
with certain aspects of contemporary Western music performance and composition
practice. The function of this reference has been twofold. First, it served as an
antidote against nineteenth century romantic aestheticism - as well as its twentieth
century manifestations - with its alleged individualism; and, second, he has taken it
as a starting point for the articulation of an alternative to serialism. Especially the
serialism of the fifties was problematic for De Lceuw, because of its rationalist and
speculative tendencies, its obsessive preoccupation with musical material and
technique, and its expansionism in the exploitation of musical means.
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Extended modality
In the early eighties, after more than three decades of musical creativity, Ton de
Leeuw arrived at a personal solution of his endeavour to introduce modality in the
context of Western modern music. This solution has proven to him to be
compositionally and philosophically satisfactory, even to the extent that he has given
it a name: 'extended modality', in his own words: "the re-evaluation, generalization
and extension of the principles of Asian and early Western modal systems from the
perspective of the twentieth century" (quoted from the programme notes to his work
Transparence, for choir and brass instruments, composed in 1986, originally in
Dutch, Archives of Donemus, Amsterdam).
In Ton de Leeuw's extended modality one encounters various properties of his
ideal modality. The concepts of a closed and selective field of possibilities, cyclicity
and centripetality are all given shape in the compositional process by means of a
pitch-duration model. Such a model is an invariant sequence of pitches, all of which
have the same durational value. A model differs in content from one composition to
the other. Common elements are a great deal of internal repetition, the presence of a
constant reference pitch or set of such pitches (quite often central pitches), and a
shape in the form of a process. Especially since the beginning of the eighties, Ton de
Leeuw's compositions have been based on the uninterrupted repetition of the
complete model, thus arriving at a fundamental lay-out of cyclicity.
At the same time the model is a virtual structure: generally speaking it is not
made manifest in sound as a whole; rather, by means of selection procedures, a
choice is made out of its elements, a choice that differs from one unfolding of the
model to the other. Since the internal structure of a model is highly patterned and
since selection is very often performed by means of repeated patterns, interaction
between model and selection acquires the character of a self-regulating process.
The third stage of the compositional process - after the manufacture of the
model, and selection procedures operating on it - is secondary differentiation. This
amounts to the step from selection results to the actual score. Various aspects of
instrumentation and textural elaboration are involved here, such as the addition of
parts in parallel movement, as well as ornamentation.
The pitch-duration model accounts for:
·· the choice of pitches; in De Leeuw's works these pitches combine to form diatonic
collections;
- a characteristic succession of pitches; specific melodic curves;
- hierarchical relationships between pitches (often with a central pitch or pitches);
- predominance of certain intervals;
- the establishment of a range;
- the distribution of pitches over registers;
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- the articulation and proportioning of time, on different levels;
- the possibility of the creation of textures, for instance by implicit layering.
As an omnipresent, cyclical, centripetally constructed field of possibilities, the model
is the source of the melodic, rhythmic and textural structures manifest in the music.
In order to actualize concrete musical pieces, it is quite common that the composer,
while installing automatic processes of interaction between selection patterns on the
one hand, and the patterned model on the other, largely refrains from interference in
such processes. This attitude might be viewed as a way to articulate a parallel to the
notion of 'being an instrument, as a musician' in ideal modality. At the same time it
serves the detachment from romantic expressivity, which in practice is rather
impatient with repetition and automatic process, and wilfully tends to create
exceptions. lbe compositional process will now be illustrated by some examples.

Extended modality in operation
Resonances for orchestra (1984-85) is based on the model in Musical Example 1.

Musical Example 1: Resonances, pitch-duration model. The numbers between brackets denote phases of
growth; (4') and (4") are alternative representations of the same sequence of scale segments
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In the first half of this model there is repetition of a pattern, combined with a growth
of its size. In phase (1) a number of segments, consisting of one or a few seconds,
are separated by larger intervals. Let us call the sequences of seconds 'scale
segments', and let us conceive of the larger intervals as structural gaps. In each
subsequent phase, pitches are added in rising or falling direction, so that the gaps
between the scale segments are filled in gradually. In this manner the first half of the
model is shaped as a dynamic process. In phase (4), after the initial E, as soon as a
continuity of seconds is arrived at, the rising movement goes on until the high E is
reached. From that moment on, only falling scale segments are found; an exception
is the very last one, and this fact marks the end of one unfonding of the cycle and a
smooth entry into the next cycle. Because of the model's processual nature, its
restatement is not a matter of mere repetition but of cyclicity.
The structure of the model as a whole approaches symmetry. There is a high
degree of balance between rising and falling segments: 14 rising, and 13 falling. The
distribution of these directions of movement amounts to a concentration of rising
segments in the first half (13) and of falling segments in the second one (8).
As to choice of pitch, the initials of the scale segments in the first half are
constant and build a circling movement: E - B - B b - Ab - D b - E, etcetera. Later,
at the beginning of the second half, the E again has a prominent position, this time
as the highest pitch. During this second half B, Bb, Ab and Db remain as initials,
though not in such a regular way as before. It may be concluded that there is a
hierarchy in the field of pitch, and that preferred pitches form a centric structure.
Since De Leeuw's models are pitch-duration structures, the selective approach to
them has to use either pitches or durations. Musical Example 2 gives a case of both.
The procedure in Musical Example 2(b) is such that the model, stated in 2(a),
manifests itself in the violoncello part as soon as a pitch appears in this model to
which, for the time being, selective value has been assigned by the composer, in this
case the Ab (later in the cello part, other pitches function in the same way, and the
same holds for the other string parts, not shown in the example). This pitch is held,
just as if in electronic music the command 'sample and hold' had been given. The
'holding' state continues until the appearance in the model of the next Ab; from that
moment on, the cello part follows the model without selectivity, a state indicated here
as 'pass'. In turn, the latter state ends with a new Ab in the model, which again leads
to 'hold', etcetera. (Note that the octave position of model pitches is not fixed; they
may be realized in the score in different registers.) In this way a unique rhythmic
shape is effected; it is clear that, in Musical Example 2(b), if another selective pitch
had been in operation, a quite different durational structure would have resulted.
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Musical Example 2: Resonances. (a) pitch-duration model; (b) result of selection by means of a fixed pitch
for one of the orchestra parts (Vc =violoncello) at rehearsal number 3 of the score; (c) result of selection
by means of a fixed time interval, at the beginning of movement Ill (Cb = double bass)

The other basic compositional approach to the model, by means of a selective
durational element or structure, is portrayed in Musical Example 2(c). In this case a
bar-structure has been laid over the model, and the middle of that bar has been made
into the sensitive moment of selection: whichever pitch of the model happens to
appear at that point will be sounded and held until the relevant moment in the next
bar, when a new selection is performed. The pitches selected in this way show great
variety, since the model does not possess melodic repetition schemes which coincide
with the moments of selection. It is obvious that the results of selection procedure
2(c) make manifest a very different side of the model in comparison with those
resulting from procedure 2(b).
In order to further clarify some properties of the compositional approach, the
selection of Musical Example 2(b) is now shown more elaborately; see Musical
Example 3.
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The selective pitch for the cello in this instance is G. In the model's first phase of
growth, this G appears twice. If the other phases showed no change in this respect,
this would lead to strongly similar melodic contours in the part of the cello.
However, because of the very process of growth, a G is added in phase (2); this
causes the order of the states 'hold' and 'pass' to be the opposite of those in phase
(1 ). From this moment on, as far as the phases of growth are concerned, the G is
accorded its definite position: the filling in of the remaining gaps in the model
involves other pitches than G. With three G's in the consecutive phases, a reversal of
the states of 'hold' and 'pass' ensues.
In the violin II part, B b functions as a means of selection. It occurs only one
time in phase (1). If this remained the same in the other phases, a situation would
arise comparable to that at which the cello arrives. In phase (2), however, at the very
last moment an extra B b appears. In phase (3) nothing changes: the sequence of
states is unaltered. This gives the opportunity to appreciate in violin II the growth of
the model scale segments (in Musical Example 3(d), bars 2 up to and including 5).
This possibility is destroyed in phase (4), because at that stage the model shows
a filling in of the gap between the first and second scale segments: it is a B b which
was missing there; because of this, the structure of the music is forced to differ from
the two preceding phases.
The most complicated situation is produced by the interaction between the model
and the E as a selective pitch in the viola part. This pitch occupies three new
positions after the first phase of growth; consequently there is no phase in which the
sequence of states of 'hold' and 'pass' is similar to that of the surrounding phases,
be it a copy, be it a reversal.
Thus all three parts in the score have a different genesis, though based on the
same principle. As a set of drones alternating with snatches of melody, they combine
to render the model in a heterophonic way - typical of Ton de Leeuw's recent works.
The moment and the length of time during which the drones appear vary from part
to part, due to the differences in selective interaction.
Note that, in this case, selection does not manifest the hierarchy in pitch relations
characteristic of the model itself (in the simultaneous clarinet part, some of which is
printed in Musical Example 4, this hierarchy does show). Musical Example 4 gives
the passage discussed, printed from the score.
Interestingly, during the first part of the model discussed here, the genesis of the
parts is caught between two contrary processes. On the one hand, the distance,
counted in eighth notes, between two occurrences of a given selective pitch becomes
larger from one phase of growth to the other. This causes the drones to gain length
in the course of time, leading to a decrease in general eighth-note movement.
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(d)

4

5

6

Musical Example 3: Resonances, selection procedure at rehearsal number 4.
(a) criterion of selection; (b) model, rendered analytically according to the phases of growth (see Musical
Example 1); (c) selection from (b) by means of (a); below the moments of choice a plus sign(+) indicates
the manifestation of the model itself ('pass'), and a minus sign ( -) indicates the holding of the selective
pitch ('hold'). Selection generally starts with the first opportunity; (d) is the result of (c)

On the other hand, the same process of growth may entail the appearance of extra
occurrences of the relevant selective pitch. This, of course, entails the shortening of
drone-length, as well as the intensification of the general movement. Sometimes the
former tendency dominates, at other times the latter. This situation becomes more
complicated since the alternation of the 'pass' and 'hold' states may enhance as well
as obliterate the perception of these tendencies in relation to the model, as a point of
reference.
The model is highlighted in this way during the various consecutive unfoldings
of it. It changes appearance all the time: at each new unfolding (not shown here) the
choice of selective pitches is altered.
To conclude, variation within the model (resulting from a regular process of
pattern growth) and selection (through application to the model of individual selective
pitches, resulting in switches in model manifestation) are both determined by
mechanisms.
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Musical Example 4: Resonances, first bars after number 4 (Copyright Donemus, Amsterdam)
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Musical Example 5: Invocations, beginning of movement IV: (a) durational selection pattem; (b) score
(Copyright Donemus, Amsterdam). The horn part results from selection by means of a., applied to the
model wJtich is added under the score as (c) (The Bb and F~, respectively B~, F~, and C~ in the score,
are an example of secondary differentiation; in this movement the model is realized with the former
accidentals in the odd bars, and with the latter accidentals in the even ones)
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(a)

Musical Example 6: Invocations, beginning of movement VII. (a) pitch selection pattern; (b) model; (c)
result from the application of (a) to (b); (d) alto voice part in the score

Generally, in this instance, the composer did not intervene. The interference between
mechanisms is left to form a self-regulating process. At the same time it is most
striking that the melodies resulting from such interference show repetition or other
regularities only to a limited extent; on the contrary, they seem to follow a free,
flexible, unpredictable, and almost accidental course.
Two other examples are given, without extensive discussion, in order to
contribute to an understanding of extended modal composition. They are both taken
from Invocations for mezzo soprano, choir and instrumental ensemble (1983). In
Musical Example 5 an elaborate rhythmic selection pattern is at work, while in
Musical Example 6 part of the plain chant melody Libera me plays the selective role.
As in Musical Example 5, the Eb is an aspect of secondary differentiation.
It goes without saying that these few examples cannot do justice to the wealth of
selection procedures, strict and free, which constitute the basis of De Leeuw's recent
compositions. They are presented only to show the basic idea of the compositional
process.
As to ethos, De Leeuw has not verbalized the relation between specific musical
structures and intuitions about the microcosmos or macrocosmos. He has expressed
general ideas about cyclicity, though. To him, cyclicity symbolizes balance, and the
removal of contrast or conflict between opposites (the balanced structure of the model
can be understood in this context).
The structure of his compositions serves as a symbol of the universe, the variety
of manifest forms of which, in De Leeuw's view, stems from an unchanging source.
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This source is seen by him as present in all the forms within the universe,
transcending them at the same time. The model symbolizes the source in as far as it
is the 'transcendent', unsounding, unmanifest, unchanging and omnipresent
background, as well as the 'immanent' source, that is, manifest in all the
ever-changing realizations of that same model in musical sound. In this way extended
modality enables De Leeuw to create a musical experience of 'being' rather than of
'becoming'.
The sections that follow explore how the concept and practice of extended
modality relate to concepts of traditional modality.

Profile of a musicological concept of modality
As a reference for the present discussion, Harold Powers' treatment of modality as
an intercultural concept has been chosen (1980). It is a conceptualization which is
contemporary to De Leeuw's articulation of extended modality. Moreover, both refer
to the same traditions: Javanese patet, Arabic maqiim, Indian riiga and tiila, early
European church music. Of course, the nature of these conceptualizations differs
widely, which will be clarified in the course of the present article: Powers formulates
a musicological theoretical framework, while De Leeuw develops an incentive to
musical creation. Below, both explicit and implicit characteristics of Powers'
conceptualization are listed; this list also constitutes an idealized picture:
1. The domain of pitch is divided into discrete steps of varying size. This aspect
of modality contrasts with chromaticism as a system. (However, there are some
twentieth-century musical articulations with modal features, like Messiaen's Modes
transpositions limitees, Pousseur's harmonic characteristics and Peter Schat's Tone
Clock; these imply secondary differentiation of the chromatic scale, achieved by
either leaving out steps and thus creating small-scale asymmetry, or by the formation
of formulas (Schat 1993).
2. Modality is a rhythmic-melodic concept, but also includes aspects of
intonation, register, ornamentation, and tempo. Relevant textures are heterophony,
simultaneity of melodic pitches, parallellism, and drone-polyphony.
3. In a given modal tradition there is some overall musical system, as well as
differentiation: the modes proper. The concept of mode implies both that there is
more than one musical way (otherwise one could not speak of modes, that is,
different ways), and that modes have something in common (otherwise it would make
no sense to speak about different ways).
4. Mode lies on a continuum between the poles 'particularized scale' and
'generalized tune'. Particularized scale involves some hierarchy in pitch relations and
some restriction in the succession of pitches. Generalized tune, on the other hand,

a
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implies that the concept is never limited to a fixed specific melody; mode is at least
a melody type or modeL
5. Generally a differentiated hierarchy is found in the realm of pitch; a key
concept is modal function. These modal functions are connected with critical
structural positions in the music. Such positions may be occupied by individual
pitches or by groups of pitches; the hierarchical aspect lies in the selectivity
regulating the occurrence of specific pitches in these positions. The critical positions
are of a different nature:
- time positions (manifest in initial and final pitch; initial formula and cadence;
primary, secondary final);
- spatial positions (upper and lower boundary pitch of an entire or partial range; the
register position of a mode in the overall musical system);
- systematic positions (manifest in the functioning of pitches as a centre, in the
frequence of occurrence of pitches, or in pitches being subject to repetition, to
postponement of occurrence).
6. Modality and modes also belong to the field of ethos. Associations extending
beyond the field of music proper arc an essential part of modality; these may involve
a variety of aspects of the macrocosmos and microcosmos. A mode is believed to
have inherent expressive properties.
7. The overall system and modal differentiation are intersubjective concepts. This
is manifested, in a given tradition, in a degree of codification of structural and ethical
properties. A related notion is modal expression. It implies the intersubjective
knowledge between performers and listeners of the structural and ethical
characteristics of the mode. Also, the artists do not so much tend to create new
modes, but to perfect themselves as instruments for the realization of existing ones.
8. The mode generally is fixed during a composition or performance.
9. The performance often opens with an introduction to the relevant mode.
10. During a performance the relevant modal properties need not be continually
present. There are degrees of (desirable) ambiguity.
Ton de Leeuw's concept of extended modality in relation to the musicological concept
of modality
The above outline of Powers' ideas is now used as a tool to evaluate Ton de Leeuw's
recent musical works and verbal utterances.
1. In De Leeuw's recent oeuvre, the domain of pitch is treated basically in a
diasthematic way, that is, it is divided into discrete steps. This does not exclude the
appearance of glissandi; these are, however, related to the discrete pitch structure.
Moreover, the steps differ in size. It is clear that there is a strong orientation towards
diatonicism, just as in modality.
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An analysis of De Leeuw's views shows that diatonicism in extended modality is a
matter of explicit choice. This choice expresses a critical attitude towards
chromaticism, and, by implication, serialism. The point here is that chromaticism as
a system would involve a levelling of pitch relations undesirable to De Leeuw, and
the neutralization of the expressive qualities of pitches in relation to their
environment. Diatonicism, on the other hand, offers the possibility of creating
well-articulated musical 'individualities', that is, a variety of scales and interval
patterns (in which stepwise progression need not be avoided, since variety is already
given on that plane). By adopting diatonicism, a composer has the opportunity to
enter into a dialogue with the system, as if it were some independent entity - which
one believes, not to have created oneself. In other words, the composer meets with
a differentiated field of pitch relations which offers a diversity of 'responses'
according to the position on the scale where the composer places his melodic
patterns.
2. Like modality, extended modality is mainly a rhythmic-melodic concept, and
the prevailing textures are heterophony, simultaneity, parallellism, and
drone-polyphony. In De Leeuw's work there is many an instance of explicit
borrowing from traditions known to him. (Intonational refinement and textural
elaboration are effected more or less separately in the compositional process by
secondary differentiation of selected structures.)
Again, one readily discovers a critical aspect in De Leeuw's spoken and written
texts related to these characteristics: frequently he contrasts the rhythmic-melodic
nature of his work with harmonic tonality, the latter being rejected by him as
primarily tension-oriented.
3. As to the existence of an overall system and internal differentiation, the
analysis must discriminate between two levels: (a) the repertoire of De Leeuw's
extended modal works as a whole, and (b) the internal structure of such works.
(a) There is no evidence of a general modal system in De Leeuw's recent oeuvre, in
the sense that there is no mode or modal entity apart from specific compositions
(which are based on models particular to them). This also means that it makes no
sense to speak of modal differentiation. To a degree, such absence is in concordance
with modern thinking. Knowledge is not fixed for long periods of time, and is not
categorical; in other words, it does not involve itself with types and characters, but
rather with processes and relationships. (This, however, does not hold for all
twentieth-century composers: compare the 'modes' of Messiaen and Schat, which are
fixed independently of specific works.)
(b) One does find an overall system and modal differentiation within compositions.
In Invocations, for instance, there is scale differentiation around fixed reference
pitches (see Musical Examples 5 and 6). In Resonances, though the melodic-rhythmic
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model is fixed as to pitch content, there is differentiation of the model clue to change
in reference pitch (see Musical Examples 1 through 4). In this respect, one may
interpret such a composition not so much as modal, but as giving an image of
modality.
4. As to the continuum 'particularized scale' - 'generalized tune', one has to
differentiate again between: (a) the repertoire and (b) the individual work.
(a) The pitch-duration model of Ton de Leeuw's recent pieces, as an entity, falls
outside the continuum, since it is generally connected exclusively with a particular
composition. Compared to modal traditions, the model rather resembles northern
Indian bandish, Javanese gending, or a composition of Japanese Gagaku. That is, the
way a model is treated is comparable to the way the Asian traditions mentioned are
approached in performance, at least following Powers' account. However, it is useful
to abstract modes from the latter examples in order to understand the relevant modal
system, while this is not the case with De Leeuw's models.
(b) Within compositions a model may be readily placed near the pole 'generalized
tune': the model is common to all specific variants created by selection procedures,
which manifest themselves in the musical score and in sound. So, again, a recent
composition by De Leeuw may be said to give a picture of modality.
5. In extended modal compositions there is a differentiated hierarchy in the realm
of pitch; in this respect there is a similarity between De Leeuw's compositions of the
eighties and nineties, and traditional modal pieces and performances. Highly
conspicuous is the role of a central pitch (particularly in Invocations), as well as the
significance of pitches delineating spatial boundaries. Also, the presence of recurring
functional groups of pitches should be mentioned here: formulas which are extracted
from the model by selection at its boundaries in time, that is, the initial and final
areas. Their role is the colotomic marking of the basic cyclicity. The fact that the
specific rhythmic-melodic form of such formulas generally can be realized only at the
places mentioned - the notion 'possible' being defined with reference to that which
the model is capable of yielding at a given moment - replaces the self-evidence of
colotomic formulas in traditional modality.
Note that these are typically modal functions for the appreciation of which
relatively little specific enculturation is necessary. This seems suitable to the modern
music arena, characterized by a low measure of shared detailed knowledge in the
field of pitch relations. On the other hand, musicians and listeners well versed in a
modal tradition have the possibility of articulating and appreciating modal functions
in a less conspicuous, more refined way, going as far as only hinting at them. It is
also to be expected that, in the latter case, the critical positions which help to shape
modal functions will include systematic positions, involving the differential treatment
of pitches in terms of frequency of occurrence, repetition, and delay.
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6. De Leeuw does not specify ethos in relation to musical differentiation, and this
distinghuishes him from many modal traditions. Again, this may be viewed as being
in line with modern thinking, which likewise does not operate in terms of categories
and characters. Listeners and musicians, however, might well develop an appreciation
of differences in ethos in relation to extended modal works in the course of time,
especially since there are many compositions with text in Ton de Leeuw's recent
oeuvre.
7. Extended modality amounts to taking a critical position on the matter of
expressivity in music. The development of such modality is part of the creation of a
polarity between traditional modal, and individualistic expression; the former is seen
by De Leeuw as an alternative to the latter in the context of twentieth-century
modern composition. In particular, he reconstructs musical expressivity in relation to
a modal entity, through the establishment of relationships between selection
procedures and the pitch-duration model. Selection may be viewed here as a dialogue
with the 'given' model. Certain characteristics of the model may be enhanced by
selection, while others remain in the dark; during other unfoldings of the model the
reverse may take place. What is enhanced or covered continuously varies.
The way the composer reacts to a model by means of selection procedures
parallels the manner in which a traditional northern Indian artist gives expression to
a riiga, showing in his performances this riiga, which also is 'given', in a variety of
ways. The traditional musician relies on certain conventional strategies to bring out
the character of the mode. Such strategies find a parallel, in De Leeuw's work, in the
instalment and steering of self-regulating processes, which allows for the interplay
between selection and pitch-duration model.
Avoidance of individualistic expression distinguishes extended modality from
modal traditions, in which such an endeavour is not expressly present. The critical
nature of such avoidance is manifest in exaggeration of non-individualism, present in
the composer's non-interference in the self-regulating processes just mentioned. (Very
striking in this respect are the apparently free and flexible iiliip-like introductions to
De Leeuw's compositions, which are produced by strict compositional procedures
with a considerable degree of automatism.)
Another difference between traditional and extended modality is that specific
intersubjectivity is lacking in the latter. No shared specific modal evaluation and
criticism is possible. Nobody is able to give, from a modal point of view, a
judgement on the 'rightness' or well-madeness of a composition. There is no mode
that can be known a priori. More importantly, the modal play -the dialogue between
what is 'given', and what is selected to be realized at a certain moment - is not
manifest to listeners. Here one finds the general tendency in modern music of
removing the play with patterns from the realm of the auditory.
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8. The model is the fixed musical universe of Ton de Leeuw's recent compositions.
In that sense it functions as a mode. Differences with modal traditions in this respect
have been discussed above, under 3 and 4.
9. Typical of De Leeuw's works are slow introductions, which present the pitches
and pitch relationships relevant to the composition. These introductions arc generally
(quasi) non-measured, in order to focus the attention on the realm of pitch. They are
related to modal introductions conceptually, and sometimes even refer to the latter
stylistically. A considerable difference, however, lies in the fact that such
introductions are meticulously notated in De Leeuw's case, whereas they involve a
greater or lesser degree of guided improvisation in the classic traditions of India,
Central Java, and the Arabic world. De Leeuw presents an image of a traditional
musician 'tuning' himself and the public in relation to the music and to the world at
large.
10. Manifestation as well as covering up of properties of the model is most
characteristic of extended modal composition. Viewed on the level of individual
compositions, properties of the model are rarely continually present. This is effected
by selection procedures, for instance in self-regulating processes. The way in which
the presence or relative absence of critical features of a certain mode are effected is
formalized to a greater degree in De Leeuw's case than in the modal traditions
treated by Powers.

Conclusion: 'Extendedness' in De Leeuw's modality
Musicologically the term 'modality' covers quite a wide field. If one now adds the
adjective 'extended' to it, the question arises whether one does not end up with a
term that gets lost in too great a degree of generality. From the comparisons just
made, however, it becomes clear that extended modality as a musical articulation
does not make use of the complete array of specific modal traditions. It does not
even constitute a new brand of modal music. 'Extended' also means 'restricted': De
Leeuw does not involve all modal traditions in his composition, nor, obviously, every
aspect of those traditions. He has preferences and makes choices. In order to clarify
his position, it is useful to make some observations about what differentiates it from
the position of a musician in a modal tradition.
First of all, the position of De Leeuw is one of relative distance from living
modal traditions: he approaches them from the arena of contemporary Western music,
and not as a native musician. He did not absorb such a tradition during his childhood
as his musical mother language. What has been said about his compositions giving
an image of modality is in accordance with this. Modality is rather the subject of
composition.
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Another way in which De Leeuw's position is distant from living traditions is that his
extended modality is not an oral tradition, but consists of composed, written music.
This fact renders certain properties like cyclicity clearly emphatic; in accordance with
extended modality being an image, one could say that the properties mentioned are
portrayed. In oral tradition, cyclicity also has a function from the viewpoint of
musical practice. It makes it easier to memorize and coordinate between musicians,
while in written music these factors are not so important.
Another aspect typical of the position of a Western modern composer is that he
has knowledge of a variety of traditions labelled modal, and of theories about them.
Such knowledge involves the cognitive problem of how to integrate heterogeneous
information. As a response to this cognitive problem, the tendency in De Leeuw's
work is to look for common properties in modal traditions known to him. So
'extended' implies generalization, and ultimately an attitude of universalism. (This is
not a matter of course: knowledge and appreciation do not necessarily lead to the
transformation of the loved objects, as in generalization.)
In this case, generalization goes hand in hand with a high degree of
formalization, in both the construction of the models and the selection procedures,
and the interaction between them. Even spontaneity in a sense is constructed, being
the reverse of control in selection procedures: during such procedures, if one
concentrates on pitch, one cannot at the same time take duration easily into account
- the latter may show irregular patterns and even freedom from patterning (see
Musical Example 6) - and vice versa (see Musical Example 2(c)).
Of course, the distance from modal traditions, mentioned above, enables the
composer to generalize and formalize. The disadvantage of not working within an
existing tradition is that there is no 'common language' shared by composer,
musicians and the public. In other words, there is a weak base of intersubjectivity;
there is no common code of modes and ethos. And yet, the potential of extended
modality is enormous, although this may not be obvious to musicians trained from
childhood in a certain musical tradition.
If one takes contemporary Western society as the sociocultural context of Ton de
Leeuw's work, the extended modality can be regarded as being very much linked
with cultural and social criticism. (In traditional modality, on the other hand,
outspoken cultural criticism is uncommon.) There is a strong inclination in Ton de
Leeuw's work towards an attitude of 'back to the source', in order to regain balance
at a moment he feels is critical in Western culture.
In the development of extended modality there has been absolutely no striving by
the composer to conform to mode in the traditional sense. And, though this article
has stressed De Leeuw's recent work as presenting an image of modality, to bring
about such an image is not his aim. Rather, De Leeuw's aim is to present extended
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modality as an alternative to classical-romantic musical models of conflict and
development, in the context of and with the musical means of Western contemporary
music. It is in relation to this function that knowledge of traditional modal concepts
and practices have been transformed. And it also explains why certain characteristics
deemed modal are articulated in an explicit way in De Leeuw's music, speaking and
writing. In concentrating on modal traditions, Ton de Leeuw shows his concern to
restore music as a spiritual experience. This is not seen by him as an experience of
conflict, of striving, of developing, but at most as one of unfolding and realizing
what is already present. He invites the listener to develop an awareness of music as
both immanent and transcendent in relation to manifest sound, as a symbol of the
universe and its source.
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WRITTEN BY THE I-lAND OF ALLAH;
PENCAK SILAT OF MINANGKABAU, WEST SUMATRA

Bart Barendregt

Abstract
Silat, a martial art, is a component of traditional Minangkabau education in West Sumatra. Through
learning silat a Minangkabau may become a 'full-grown member of society'. Silat is at once a representation of Minangkabau culture and a means of transmitting it. The participants ret1ect on society,
and the relations between the microcosmos, their own body, and the macrocosmos. In this article the
set of basic silat movements is analysed, thus ginving an insight into Minangkabau culture. The way
in which the participants talk about silat is related to Sufi ideas and socio-political concepts which
form the customary law (adat). The Minangkabau consider the silat movements only meaningful if
they are in accordance with the will of Allah.

An evening of silat practice in Minangkabau
Pauh is a hilly Minangkabau region near the provincial capital of Padang, an area
where the local people troubled the Dutch Kompenie for a very long time. Countless
battles where fought here in the course of the past three centuries. This is how Pauh
obtained its notoriety as an area filled with 'villains', 'terrorists' and 'rebels'. But
nowadays Pauh is considered as just a tiny part of the Republic of Indonesia.
However, the former times live on in the tales. Historical events reappear in dances,
music, poetry and randai, the Minangkabau dance-theatre. Above all, they serve as
an example for the young silat-pupils. I shall start my paper by setting the scene and
describing the atmosphere of an evening silat-practice.
The first pupils had already arrived at the house of their teacher in the late
afternoon. Some are chatting, others start dozing off in a corner of the room. Around
nine 'o clock in the evening the teacher is still drinking his coffee and enjoying his
cigarettes.
Everybody has gathered: the teacher and his students, who all are in their early
twenties, fellow-teachers, and other friends, who live nearby. Not all of them are
listening to the stories of the teacher. Most of them have heard it all a thousand times
before. But still, the centre of attention this evening remains, undoubtedly, the teacher. An old grey man, though full of energy. His tales tell about past experiences,
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about the time when he was young and how adat and religion showed him the way.
It is the knowledge of his ancestors. Woven through all of this is a thread of mysticism. Some people have come only to listen to him, but most of the young boys are
restlessly awaiting that moment when they can enter the arena, their sasaran.
Just past eleven o'clock the young boys change clothes. They put on a wide,
black shirt and strangely--cut black trousers with an extremely low crotch (kalempong). They line up to pay the teacher their respects and symbolically ask him for
permission to start. The pupils salute each other and nod politely to all the older
people present. The first two take their position on the arena outside the teacher's
house, and start practising silat.

General aspects of silat
Silat is a martial art of Indo-Malaysian origin that is to be found all over the Indonesian Archipelago. It has a number of designations, like panchak, moncak, silek, or
most commonly as pencak silat. These various names indicate different approaches,
ranging from stressing the philosophical content to stressing the recreational aspects.
Traditionally si/at combines these aspects: the movements are the outer form of inner
life. Silat is a way of living. By analysing the movements we may increase our
understanding of the culture concerned.
The theme of this contribution is an analysis of silat movements of the Minangkabau in West Sumatra. For the Minangkabau the silat movements are embued with
more than just a technical or aesthetical function. Silat is an essential part of their
traditional education, in which the movements serve as a mystical vocabulary. The
relationship between the movements of this martial art and ancient Arab writings, as
found in the Koran, is emphasized. In this way the movements become meaningful
symbols. They refer to connections between the microcosmos, society, and the
macrocosm os.
For the Minangkabau all natural phenomena, animals and plants respond to
universal laws, passed on to the world by Allah. It is these laws which maintain
harmony, and should be studied by the silat pupils. The study of the silat movements
are a road to this understanding. A Minangkabau saying goes 'The one who knows
the movements will know where the wind is blowing' (Tahu digarak jo garik, tahu
diangin nan bakisa; Jamal 1986: 12).
The Minangkabau tradition, encapsulated in the customary law (adat), emphasizes 'learning from one's environment'. This was also stressed by the mystical Islamic
teachings of the Sufi sects which became extremely influential in West Sumatra in
the sixteenth century. This Sufi learning, which corresponded very well with earlier
Minangkabau views, led to theories concerning the deeper meaning of the silat move-
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ments. The si/at movements may also be found in some Minangkabau dances and in
traditional theatre.
Most of contempory silat in Indonesia is a kind of sport, in which the physical
rather than the spiritual aspects are emphasized. In this approach the national Indonesian identity plays an important role. Concepts like 'achievement' and 'modernity'
are crucial. The local and spiritual values are given less emphasis. This sports version
is being assiduously promoted by the Indonesian government. It is regularly performed as 'national gymnastics' by civil servants and school children. It is remarkable
that women, who are very underrepresented in traditional silat, participate in this sports variant in great numbers.
I shall concentrate on the traditional Minangkabau silat and not discuss the
'national gymnastics' variant, nor the variants as represented in the Indonesian
Federation of Silat Societies (IPSI: Ilmtan Pencak Silat Indonesiat

The Minangkabau - silat relationship
Traditionally, silat is a male activity. As the Minangkabau society is a matrilineal
one, young men cannot possess family land or family goods. Therefore they must
leave the Minangkabau region in search for wealth, a phenomenon known as merantau. Here self-defence has an important role to play: not only to be prepared for
eventual fights, once far away from one's kinsmen, but also as a hard schooling for
becoming an adult, or a truly full-grown human being.
Another consequence of matrilineality is the important position which the
mother's brother (mamak) enjoys in the family affairs. It is not the father, but the
mamak, who initiates his nephews into the process of maturity. Thus he automatically
becomes their silat-teacher.
Both adat and Islamic education serve in making each Minangkabau person
into a full·-grown human being, the urang nan sabana urang. In the times when there
was no alternative to silat education, it was taken for granted that each young man
would participate. He who did not, could not be Minangkabau. Jokingly it is said that
for those who are not Minang, only the kabau (a buffalo) remained; their worth was
no more than that of cattle. To provide this education, each clan (suku) had its own
school, called sasaran or gelanggang. When the need arose they defended their territory (nagari) uniting with the other schools in the nagari.

For an analysis of recent developments in the more sport-orientated approach of the IPSI, see
Conies (1990:300).
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Mythological origins
According to a local legend (Chaniago:1987), which corresponds in certain ways to
the one that relates the origins of the Minangkabau culture, silat emerged from a
legendary fighting school somewhere in Central Asia. The legend tells a mythical
Central Asian empire Urhun Jani, situated near the present-day Gobi Desert. One day
the emperor (Maharajo nan batanduek duo) decided to send his three sons away to
find him the magical flower Sari Manjare. As the sons have been educated in the
local fighting techniques by a wise and old man, they are well prepared for their
journey. Their father also gives each of them a gift, which will reveal something
about their future fate. However, in the midst of the wild ocean, the brothers fall to
fighting over a crown, which was the gift given to the youngest brother. They all
knew, this crown guaranteed the fortunate owner an eternal empire. But, in the
tumultuous fight, the crown disappears into the sea of Langkopuri and the brothers
decide each to go his own way.
The oldest one returns to Urhun and succeeds his father as the emperor. He
would also continue the local martial arts school, from which in later times Japanese
sumo, as well as Korean and Tibetan fighting techniques would emerge. The second
son ends his journey in Jani. There he creates his own martial arts school from which
later Chinese and Thai boxing would develop.
The youngest son, Sangiang Patualo, keeps on wandering in search of the lost
crown. After years of hardship and adventures his ship strands with him and his
people on top of the mountain Sidulang Ameh, the only part of Sumatra that was
then above sea level. Sang Patualo decides to stay there, and he and his people he
build a settlement, Selo. He is later given the title of Datuek Maharaja Dirajo (King
of Kings). It was this same Sangiang Patualo who created the first fighting school of
the area. From this school eventually emerged the first silat, called either silat
Gunuang Marapi, refering to the later name for the mountain Sidulang Ameh, or silat
Pariangan, the 'Mother' of all si/at-styles.
It is doubtful if the legend is of any historical value, though it seems almost
certain that the origins of silat should be situated in Central Asia. In looking more
closely into both technical and ideological origins, we shall see what influences
Chinese merchants and Indian monks journeying from the region of Central Asia

2

The most accepted explanation of the creation story of Minangkabau culture (which is also found
among other Malay tribes) associates this king with the legendary Iskander Zulkaern. Marsden (1880)
associates this king with Alexander the Great, who is famous all over Asia. In the present story the name
of the king is 'the two-horned king' (Maharajo nan batanduek duo), a title that probably refers to a coin
with Alexander's portrait, though it seems that we are dealing with an empire other than Alexander's. The
flower Sari Manjari refers to a Budhist myth.
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brought with them. We shall examine the earlier historical stage of this martial art,
and discuss the role of the tiger, and of nature in general, as teachers of silat. Then,
we shall look at the inmense influence of Arab merchants and Islamic sects on silat.

Earlier development of Minangkabau silat
In earlier times silat education appears to have been closely bound up with the belief
in tiger-spirits. The raja macan, king of tigers, was the patron of all silat students.
Culturally, this tiger fulfilled a role as the sanctioner and defender of the righteous.
The resulting moral values were given heavy emphasis in the important etiquette of
the silat world. All vices, particularly arrogance, complacency and egocentrism, had
to be cast out by the teacher. Students were supposed to live according to the
example of the rice plant (ilmu padi): while still young, it only wishes to grow; only
when it is full, does it know how to bow respectfully.
Some Minangkabau regard the tiger as the founding father of some silat stylcs 3 •
Moreover, the final stage (putus kaji) of each Minangkabau si/at-style can only be
accomplished by a fight with the raja macan. Among the Talang Mamak tribe in the
deep jungle of Indragiri, Riau, we can still find traces of this tiger belief in the silat
langkah panjang (silat of the long steps). Here every silat lesson starts. with the
evocation to one or several tiger-spirits (Barendregt 1994:133).
Between the eighth and the thirteenth century new fighting techniques were
imported from far away and merged with local ways of fighting already in use. Both
Hindu-Buddhist monks from India and Chinese merchants came to the area, either to
visit or to settle. This stimulated a number of new styles, most notably the Buddhist
inspired silat biaro; silat hong, used by local sorcerers, dukun, in their shamanistic
rituals; and the silat lembago, which was the prerogative of adat functionaries.
The Hindu-Buddhist influences enriched the etiquette of the silat world with new
concepts. Of utmost importance was the idea of an 'inner force' (tenaga dalam or
'being' sakti) and the martial art techniques which flow from it. A fully-fledged silat
fighter had to excel in these techniques, which meant seeing and striking from a great
distance (gayuang) and knowing the pathways to the spiritual world. The 'inner
force' teachings were based on a capacity to understand the laws of the universe and
live in accordance with them. The fully developed human being was conscicnt of the
balance between knowledge, based on experience (pareso), and subsequent intuition
(raso).
In the Minangkabau adat this philosophy is referred to as 'the environment which
serves as teacher' (alam takambang manjadi guru). Bearing this in mind it can be

3

As in the Solok based Silat Harimau Campo (Tiger of Campa).
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readily understood that natural phenomena form the base of the different movements
in the Minangkabau martial art. The fierce attack of a tiger, the preying swoop of an
eagle or the snatching of a monkey all serve as examples which can be expressed
with the human body. A si/at student can learn to hit as if he was pounding rice
(tinju alu) or conjures with the idea of two fighting buffaloos (langkah arak kabau
gadang). However, we arc not dealing simply with an unvarnishcd imitation of
animals and plants. The Minangkabau explicitly say: 'Man is man, animal is animal'.
A person merely learns from the direct environment and applies what has been
learned to the human body to enhance its possibilities.
From the beginning of the sixteenth century, Islam began to spread among the
Minangkabau people. It led to radical changes and was to give the silat education an
even more dominant position than before. The new teachings were brought by
soldiers and Arab merchants, who came from Aceh, North Sumatra. This time it was
not so much a set of new fighting techniques, but rather a completely new ideology
that was merged with silat techniques that were already there.
This new ideology was a mystical form of Islam, the ilmu tassauf. The new silat
approach, which was born of it, was called 'silat of the wise man' (silek ulama), or
silat kain (literally 'silat of the cloth', which probably refers to the white cloth which
a pupil gives his teacher as a present at the start of the training). It is also referred to
as silaturrahim, meaning the effort to establish a sustainable relationship with fellow
humans, rather than looking for enemies. 'Musuah indak dicari' became the new
device: the enemy is not sought for, but should righteousness be threatened, a fight
should not be shunned. Eventually this would create the present identity of silat Minangkabau: a combination of fighting techniques and a mystical education. The martial
art was now practised in the surau, the Minangkabau variant of the Arab houses of
prayer (musholla).
Most schools were to be founded by the very influential Sufi-orientated sects, the
tariqat. The importance of the tariqat and its esoteric teachings of the ilmu tassauf
cannot be overstressed. Many silat teachers nowadays actually track their mastership
back to an early tariqat master, or even directly back to the Prophet Muhammad or
one of his followers. These references should merely be considered as symbolic, as
a ways of paying tribute.
In the silat schools actual combat-training was matched by Sufi education. In
order to understand the human body and its movements, the students first needed to
fathom the essence of the body and its powers. This essence consists of the 'seven
divine philosophies' of man (filsafat Tuhan dalam diri kita): sight, hearing, speech,
knowledge, physical strength, vital strength and will. Within this context, the movements of silat are seen as the materialization of an inner harmony. A new concept,
kebatinan, referring to the realization of the 'divine self', was introduced. This was
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similar to the Hindu-Buddhist concept of 'inner force' (tenaga dalam, sakti). Breathing techniques (ilmu napas) and recitation (dhikr) were the ways to accomplish this. 4
The main principle says that a movement can only be executed when in accordance with the will of Allah. Thus, each silat movement, however small, starts with
Allah. The path to the 'divine self' had to be defended under all circumstances. A
new definition of 'self-defence' was born. In contemporary schools like silat alif (alif
is the first letter of the Arab script) and silat hu (distracted from Allahu, meaning
'His silat') this philosophy still lives on. But some schools focus more on straightforward self-defence, as opposed to a more theoretical approach. The Minangkabau
define both mystical and physical variant as being silat, although they are inclined to
view the more mystical variants as the 'true' silat. In fact, that is the final stage of
the learning process, to which physical practice forms only an introduction. This last
phase is only practised by a small group of mostly elderly men.
So, the Minangkabau definition of silat is very broad and used for a variety of
styles and approaches. In the context of language there is 'silat of the tongue' (silat
lidah), which means discussion, an art in which one has to be clever and cunning.
The movements
Even though there are many different Minangkabau silat styles, there is a basic set
of movements. Differences between the styles generally relate to various aspects,
namely geographical variety, diverse applications and distinct mystical dimensions
(the latter has already been discussed above).
While silat cab be said to be the 'science' of self-defence (ilmu bela diri), it also
exists as the 'art' of self-defence (kesenian beta diri)'. The Minangkabau distinguish
between fighting techniques to be used in combat, and those techniques solely used
for training, recreation and performance art. This is echoed in the different terms
used. A combat-orientated fight will be called silek, whereas a mock-fight is termed
pancha darek or pancha bungo. Bungo means flower and here it relates to the use of
often repeated structures, subject to a choreography. These structures do not have a
function, but merely serve as decoration 5 •
Besides the preparation for real combat, each school has its own dances in which
movements of a person's own style take a central position. The most complex of

4

Compare also van Zanten (1989:1, 53; 1994:76), who explains that in Sundanese music the musical
sounds are the outer form (lahir) of the inner constitution (batin) of the human being.
5
h:f the Javanese silat styles these repeated structures are called kembangan or menaren and have the
same decorative function. The same term is used in the choreography of some Javanese dances, like the
bedhaya court dances where it refers to certain 'units or patterns of movements' (Brakel-Papenhuijzen
1992:224).
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these dances must be the Minangkabau dance-theatre randai, in which the successive
scenes are linked by a circle of dancers, enacting a mock combat6 • The different
pencak dances (tari pencak) can be categorized according to their theme or application. Geographical areas also each have their different silat style, which forms the
base of the pencak dances.
The most complex function that the dances can fulfill is a ritual one. The
movements of the mock combat then serve as a mirror to display the power of the
younger generation in one particular area. They serve as a figure-head for the area
(nagari), the clan (suku) and its silat school (sasaran). Here we see the true essence
of the art of self-defence revealed: a ritual fight that serves as an outlet for social
·tensions without having repercussions on relationships within the community.
Be that as it may, participants generally show more appreciation for the combatorientated approach as opposed to the art-orientated ones. This is probably related to
the fact that in the combat-orientated approach the fighter actually enacts the silat
movements. Here qualities like improvisation and calculation play an important part.
By contrast the art-orientated approach is regarded as a reproduction or imitation.
Thus, the term bungo-bungo, as relating to the intense use of choreographic elements,
has something of a negative connotation.
In recent times increasing attention has been paid to the performance types,
especially the pencak dances. Traditionally these dances each pertain to a certain adat
ceremony and their performance was subject to permission given by adat functionaries. Nowadays, the dances can also be performed solely for amusement. Most likely
this transformation was influenced by the introduction of Western performing arts.
Pencak dances are still described as a 'game for the younger generation' (pemainan 7
anak nagari). However, most Minangkabau still view silek, the more combat-orientated approach, as the 'real' work. This embroils the followers of different styles into
fierce discussions, because whose silat is more efficient and more realistic?
The basic set of movements
First of all we should consider the balabeh (Plate 1). This is a Minang concept that
refers to the characteristic posture, in which the body is lowered, the weight resting
on the knees (called 'horse stance', kudo) and one hand is held in front of the chest.
In this posture one faces one's opponent. But the balabeh contains more than just

6

For a more specific introduction to the randai theatre read Phillips (1980) and Kartomi (1981 ). At
the moment the present author is working on a paper about randai as a means of mass communication in
a village society (Barendregt: forthcoming).
7
The word 'pemainan' both implies 'game' as well as 'performance' for the Minangkabau. Most of
their performing arts are described as a 'game for the people' (pemainan rakyat).
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physical aspects. It also refers to the mental state and concentration of the fighter. It
is actually the stance, both physical and mental, with which the fight starts and to
which the fighter returns after every phase of the combat. Each time the balabeh
takes a different form, often referring to animals, for example in the 'stance of the
preying eagle' (balabeh alang babegat.
The actual fighting techniques are executed from the balabeh. The opponents
approach each other, and once they have come near enough one of the two will
launch the attack. The other fighter will try to ward off his opponent's attack and
launch a counter attack. The techniques used in this sequence of attacks and counter·attacks have many names, which vary in each region. They are classified according
to the different actions like kicking (tendangan), hitting (pukulan), throwing (bantingan), locks (kunci), parrying (tangkisan) and evasions and sidesteps (elak/gelek).
In mock combat, these techniques are used in fixed sequences of actions, a
structure called jurusan. It can be executed solo or with a partner. A jurusan starts
when one fighter opens an attack with a certain movement, to which the opponent
responds with another movement. A jurusan ends, when the opponents distance
themselves from each other and walk their own way, preparing for the next attack.
To move around one uses the langkah. The langkah can be considered the most
essential of all silat movements. They form the base for all further movement and are
what gives silat its characteristic appearance, because the participants do not simply
walk, but glide gracefully. Langkah literally means 'steps'. Steps to come near and
move away from the opponent. But the four langkah, as shown in the photos 2a-d,
are more than just steps. They are not just a changing of position of the feet, but of
the whole body. One turns the body, bends and rises and suddenly takes a step
backwards. So it would seem better to describe the langkah as a set of different
positions, but this suggests static situations, whereas the most important aspect of the
langkah is the moving.
The langkah provide safe and stable positions. But by moving from one position
to another one opens oneself up to the risks of a possible attack from the opponent.
This is why it is not possible to move to just any new position; there is a limited
choice. The students learn in which order the different langkah should be applied,
how one 'composes' the best possible attack or defence through langkah, and finally,
which langkah provides the maximum profit for the continuation of the fight.

8

The balabeh corresponds with what in the Javanese styles is called sikap (Chambers: 1978).
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Plate 1: Grandmaster (guru gadang) Pak Darwis Sultan Sulaiman of the silat Pauh style in a balabeh
posture
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Plate 2a-d: Grandmaster Pak Chaidir shows the four different langkah (langkah ampek) of the silat
harimau Campo (the tiger of Campa) style at the village of Koto Anau (Solok)
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The different langkah are constantly repeated during the silat training, at which the
pupils, while facing one another, mirror each other's movements. The rhythmic
appearance thus created is also used in the pencak dances.
Although each Minang si/at style shapes their langkah differently, we can
generally distinguish between two basic models of silat Minang. The first model, the
langkah ampek, has four constructing steps, the second one has three steps, the langkah tigo. Using either model does not imply that only these three or four steps are
used. In reality a great number of other langkah are used, but the repetition of the
basic models give them the structure and thus the appearance of a style. Apart from
these two models, there are styles with a somewhat divergent model, for example one
using nine steps. In these cases it is commonly agreed that non-functional decorative
movements, or bungo-bungo, are being used.
The langkah ampek is used in the silat Pauh style (see Plate 3). Here the four
steps are called ampang, papek, serong and runcing respectively . Langkah ampang
is a step foreward that can be used both to start an attack as well as to ward off an
attacking opponent. Papek is a side-step, to the left or the right, used to evade an
attack or to end up next to the opponent. The third step, serong, serves to minimalize
the free space of the opponent and fence him in. Finally the langkah runcing
completes the attack.
ampang

papek

serong

runcing

Plate 3: The four different langkah of the silat Pauh style

This description deals just with a general scheme for the attack. After papek, for
example, one can return to the first step, ampang and start all over again. But the
steps do retain a certain order: before launching the actual attack the first steps have
to have been executed.
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The langkah ampek is the most common model in the Minangkabau silat styles.
Older styles often prefer the model of three 9• Some say that the model of four is a
more defensive one, whereas the model of three is more combat-orientated (Idris
1993:8). From my own observations I cannot come to such a strict distinction, and
if we look at the more symbolic explanation it does not seem particularly relevant.

The movements at a symbolic level
As already mentioned, inspiration for the form of movements came from studying
natural phenomena in the direct environment. These vary from the movements of
animals to a flowing river or cloud formations. According to the Minangkabau,
certain principles can be detected within the environment that can also be recognized
within the human body as well. Ultimately these principles are considered to be the
'laws of Allah', to which mankind should subject itself. The holy book of Islam, the
Koran, contains the essence of these laws and has to be studied thoroughly.
Following this line of thought the associations between the form of the silat
movements and the Koran is an obvious one. In both, the true values of existence are
sought. We shall now elaborate on these associations in more detail, which link the
different langkah to a spiritual path of four stages, on which the student is the
traveller.
Most of the teachers refer to the langkah ampek, the model of four steps, as 'the
four philosophies' of the Prophet Muhammad. The first silat step, the preparatory
step forwards, is associated with the Islamic concept of sidiq, the first stage of the
mystical path in which one focuses on garnering knowledge (ilm). The student needs
to find his 'self' -the origins of the body and the way it works- through studying the
external world and thus understanding the functioning of the 'inner world'. The
second step, the side-step, is associated with the notion of tabligh, the search for the
essence of all knowledge (nur): nothing in this world moves without the will of
Allah. The third step is associated with amanah. The knowledge gathered is now put
into practice. The quest is to be truthful to the 'self'. The fourth and last step is the
attack and associated with fatanah, which means the ultimate unity with Allah. Every
form of (self-) deceit is now banished and one lives in true accordance with the 'laws
of Allah'. We meet the same path in a different context as the four stages of the Sufi
education: syariah, tariqat, hakiqat and marifat.
I shall now attempt to show that the traditional Minangkabau concepts of the
adat and the newly introduced Islamic doctrine applied the same principles, and it is

9

For a more specific analysis of the differences between the two different models and mythological

references dealing with them, see Barendregt (1994:117).
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therefore not suprising that they could easily be integrated. The structure of the
langkah is a metaphor for the life-mission of the young Minangkabau. The Minang-·
kabau adat describes spiritual growth also as a path with four stages:
urang
those who are able to think
urang nan takka urang
those with a critical sense
urang nan kajadi urang
those with a scientific attitude
urang nan sabana urang
those with a own life philosophy
The langkah ampek arc also expressed in terms of kinship relations. The first step is
then called the langkah mande, the 'step of the mother', who gives birth to us and
who rears us. In this step the hand is pointing towards the ground, to the earth, which
is associated with the maternal. The second step is the langkah ayah, that of the
father. In this step one hand is pointed upwards, as if greeting heaven, which is
associated with the paternal. The third step is the langkah mamak. The mamak,
mother's brother, takes a central position in Minang society. He is responsible for the
education of his nephews, and therefore becomes thdr silat teacher. In this step, the
fencing-in of the opponent, the 'real' action actually starts. This symbolizses the
qualities taught by the mamak. The fourth and last step, is of a completely different
kind. We cannot influence this stage and will never know its end. This is the langkah
taqdir ...the step of fate.
The langkah tigo, the model of three steps, has similar meanings, although
elaborated differently. The steps can refer to the journey of the human soul through
the three worlds of the Islamic tradition, which are alam rahim (mother's womb),
alam dunia (the world) and alam akhirat (after-life). Others associate these langkah
with the three vowels of the Arabic language, in which the first step refers to the 'a',
the second one to the 'i' and the third one to the 'u'. Here too the steps are connected to different spiritual stages, i.e. simply being, gaining essential knowledge and
union with Allah.
Although both models, the langkah ampek and the langkah tigo, refer to the
Minangkabau view of human development, there is considerable disagreement about
which model to apply. As I have pointed out this discussion focuses more on the
form of the steps, than their symbolic meaning. Each model is a different method to
explain the basic Minangkabau principles. Instead of discussing the advantages of one
or the other, some practitioners propose a more complete approach: studying both
models. Styles like silat Kumango or silat Sungai Patai use a model with seven steps,
adding together three and four.
At first glance we seem to be dealing with a play on numbers. But a broader
connection between the numbers three and four does actually exist within Minangkabau society. Linguistically, the language (bahasa Minang) is categorized in two
models: one of three and one of four. The first category is concerned with the actual
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meaning of the words, whereas the second one deals with the usage. Both models
though, are necessary to understand the Minangkabau language.

1. kato tersurat
2. kato tersirah
3. kato tersuruh

ordinary words (heard with the ear)
words on a more abstract level (heard with the brain)
words which are essential (heard with the heart)

l.
2.
3.
4.

spoken to one who is in an equal social position
spoken to one who has a lower social position
spoken to one who has a higher social position
metaphorical language

II

kato
kato
kato
kato

mendata
menurun
mendaki
malereang

The 'full-grown human being' (urang nan sabana urang) should be capable of using
these categories in a conscious way.
Another example is found at the traditional socio-political level where a distinction is made between three Minangkabau kings (rajo tigo selo), each with their own
authority, and four functionaries (basa ampek balai),. who can be compared with
chancellors. Together they constitute a complete government. Moreover, the number
seven seems to have played an important role in older Minangkabau traditions, like
in the rituals preceding the harvest of rice and in the belief in tiger-spirits 10 • In these
contexts 'seven' has the value of being 'complete' or 'united'. In the case of the
langkah ampek and the langkah tigo we also find this value of 'unity'. To complete
the path the full-grown silat fighter should master all seven steps, just as in the
Islamic tradition, where heaven consists of not one but seven layers, of which all
should be passed before one finally rests in harmony.
In the more mystical silat styles one speaks of returning to the starting point after
mastering all seven steps. But the starting point has then changed, since the student
has no further need to repeat the same way again. The first step then becomes 'no
step': the empty step, langkah kosong or nil. It is a standstill. Any extra movement
would upset this harmony. The process of spiritual growth is therefore ultimately a
returning to one's original state: the divine human.
This theory is full of Sufi concepts, which are also found in different contexts.
In the Malay world we often find comparable concepts in poetry (Braginsky 1993)

10

Toorn (1890) describes some of the older beliefs of the Minangkabau living in the highlands.

128

BART BARENDREGT

and also the Minangkabau have e.g. their own Sufi music and literary tradition, the
indang (Sulaiman 1990) and salawat dulang (Amir 1990).
The question remains whether we can associate these Sufi ideas with silat. In the
Minangkabau context, silat was used to spread the mystical ideas of the tariqat. Sufiteachings were introduced during self-defence classes, while the pupils would not
have paid attention to this doctrine in a different situation. Conversely silat was structured by a strong ideology that gave the pupils moral confidence and self-esteem.
Islam gave the silat world a unifying etiquette.
The symbolic meaning given to the silat movements also has another function:
a classification and structure of the movement repertory. From a Sufi point of view,
the Koran summarizes all correspondences between micro and macro-cosmos. This
is stressed in the silat education, where the human body is associated with the Koran
itself. The Koran is thought to contain 6666 lines (ayad), likewise it is thought that
the human body consists of 6666 nerves and veins. Similarly the Koran as well as the
human body are made by Allah.
From here it takes only one step to base the movements in silat on the Koran
itself. Silat Pauh for example, classifies its movements into seven categories, e.g.
kicking, hitting and evading. Each category is divided in four subcategories, which
implies that e.g. kicking can be executed in four different ways. Seven times four
adds up to twenty-eight. Not an ordinary number, but a conscious choice, as twentyeight refers to the total amount of letters of the Arab script. In reality far more than
twenty-eight movements can be found in silat Pauh, but this association stimulates
the learning of the movements and provides them with an almost magical potency.
The true silat fighter is like a pencil in the hand of Allah. He moves in accordance with 'His will'. Confronting these movements is considered a challenge to
Allah Himself, so the silat fighter is actually one step ahead of his opponent. This is
the work of the inner force (kebatinan): a life in accordance with the will of Allah
grants the fighter immunity.
A similar idea can be found at the level of single letters that can be expressed
through movements. For example, silat Pauh contains a complete action (jurusan)
which is called langkah lam. In trying to ward off an opponent who is approaching
with a knife, the right leg of the fighter 'describes' in a crescent-like movement the
letter lam (
on the ground, just before he kicks his opponent with the same leg.
The first stance of the fight, the tagak alif, is also seen this way. The form of alif
( I), the first letter of the Arab script, corresponds with the straight posture of the
silat student. In fact it is the first and the last step. It means stillness and truthfullness. Or like the Minangkabau say: 'Truth lies in itself, like the alif' (bana badiri
seperti alif).
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Conclusion
Originally meant as a means of self-defence, nowadays most of the silat styles
include aspects of a sport and/or a performing art. In these approaches it is mainly
the external form of the movement that is emphasized. However, by not only looking
at the form of the silat movements, but also at the concepts that shape and structure
them, we obtain an insight into silat as traditional education. The process of learning
is an important one, as the capability to execute the movements correctly, starts with
the understanding of what the movements actually mean. In this article we have
focused on the Minangkabau variant of silat (sih?k), which is a representation of
Minangkabau culture and a means of transmitting it. By learning silat, young boys
are introduced to both customary law (adot) and more mystical Islamic concepts.
Knowledge that is necesarry if one wants to become a fully-fledged member of
society. It would be interesting to see if there is a same correlation between silat and
traditional education in other Indonesian cultures, and which concepts are associated
with the silat movements being used.
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REVIVING THE FOI MEZE;
VANISHING MUSIC IN ROWA (FLORES, INDONESIA)

Paula R. Bos

Abstract
The foi meze is a large bamboo flute that accompanies songs, performed only at the initiation ritual
of the filing of girls' teeth. Nowadays this music, mentioned for the first time by the Dutch
ethnomusicologist Jaap Kunst in 1930, has almost disappeared. The case of foi meze music is just one
example of the recent developments in traditional Florenese music, generated by internal dynamics
and external influences, like those of the Roman Catholic mission and Western tourism. 1

Introduction
Foi meze is one of the three kinds of flutes that are found among the people of
Rowa, Flores, East Indonesia. Foi meze means large flute (foi means flute and meze
means big/large). It is also called raja foi, the king of flutes, which is an appropriate
name for this bamboo flute with a length of approximately one metre.
The foi meze accompanies songs that are performed at one ritual only: the ritual
of of filing girls' teeth, zuza ngi'i. Although nowadays this ritual is still performed
in the village of Rowa -sometimes in a fairly superficial way- the music of the foi
meze has not been played there in its ritual context since 1957. Tooth-filing is a
common ritual among the people of the Nage subculture to which the people of
Rowa belong and also for the other (sub)cultures of the East Indonesian island of
Flores. In the area of the Nage subculture the ritual of filing girls' teeth is often
accompanied by songs. But the foi meze can only be found in a few villages in this
area; not in the other areas of Flores nor on other islands of Indonesia.
The first Western ethnomusicologist to mention this remarkable flute was the
Dutch scholar Jaap Kunst. He visited the island of Flores in 1930, and this resulted

1

This article is based on fieldwork in the village of Rowa (Boawae, Ngada, Flores, Indonesia)
from December 1993 until April 1994. Research was conducted under the sponsorship of the Lembaga
Ilmu Pengetahuan Indonesia, Jakarta, and the Sekolah Tinggi Seni Indonesia, Snrakarta. My grattitude is
extended to these institutions for their assistance and to the people of Rowa who turned this research into
such a pleasant and valuable event.
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in his book 'Music in Flares: a study of the vocal and instrumental music among the
tribes living in Flores' in 1942. His pupil, Father P. Rozing SVD, worked as a priest
in Flores from the 1950s until his retirement in the 1980s. He now lives in the
Netherlands. Besides his work as a priest, Father Rozing paid a lot of attention to the
Florenese traditional music and collected a lot of flutes. Discussions with Father
Rozing stimulated me to do research on the foi meze.
In this article I shall present a historical account of the works written about
Florenese musical culture. I shall also give a brief discussion of recent developments
in Florenese music. Having set the stage I shall explain the research strategy followed
during my fieldwork, and the impact it had on the people of Rowa. Turning to the
music itself, I shall discuss the ritual context of the foi meze music, and of traditional
Florenese music in general, and the construction, repertoire and performance of the
foi meze and its meaning.

Earlier research on traditional music in Flares
The island of Flores holds a unique position in Indonesia. Whereas 90% of the total
population of Indonesia is Muslim, in Flores 90% of the population is Roman Catholic. This distinction is due to the strong relation between colonial politics and the
Catholic mission on this island (Piskaty 1964; Dietrich 1989). Although the Catholic
church (the order of Societas Verbi Divini or SVD) nowadays plays an important role
in everyday Florenese life, traditional culture and religion have not yet fully disappeared. The SVD priests especially have written a lot of journals, scientific articles
and books about traditional Florenese culture, religion and even music. See on Nage
and Ngada subculture, for instance, Ettel 1940, Arndt 1954, Bakker 1955/6, Bader
1971.
The Dutch scholar Jaap Kunst was the first ethnomusicologist who did research
on traditional music in Flores in 1930. Based on this fieldwork, Kunst (1942) gives
an account of various kinds of music -vocal and instrumental- found in the different
areas of Flores. He also lists all the kinds of musical instruments he found and heard
of during his trip. The book is rounded off with transcriptions of melodies and photographs. Kunst was more interested in the musicological aspects than the cultural
context in which the music was played.
During his fieldwork Kunst collected some musical instruments that are still kept
in the Tropenmuseum in Amsterdam. He donated another part of this collection to the
Koninklijk Bataviaasch Genootschap van Kunsten en Wetenschappen, nowadays the
Museum Pusat in Jakarta, Indonesia. (Frijn, 1994). He also recorded Florenese music
on wax cylinders during his research. Part of this collection of wax cylinders is
stored in a few European museums. Unfortunately, one cannot yet listen to these
cylinders, due to their condition. (See for more information on these wax cylinders
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Van Lamsweerde 1994.)
Father P. Heerkens SVD assisted in Kunst's research in 1930. Father Heerkens,
working in Flores as a Catholic priest had collected a lot of Florenese songs with
notation of melodies and texts with translations in Dutch. Stimulated by Kunst's book
'Music in Flores' and his personal contact with him Father Heerkens (1953) wrote a
book about these songs containing their melodies, original and translated texts, their
performance and meaning. Kunst's father, E.D. Kunst Sr., translated the book from
Dutch into German. Neither Father Heerkens nor Kunst Sr. lived long enough to
witness this publication; they both died in 1944.
Father Rozing, a pupil of Kunst, paid much attention to traditional Florenese
music (as well as Indonesian music in general) and religious music while working as
a Catholic priest of the SVD in Flores. In the 1950s and 1960s he recorded music
from all over the island, took photographs, collected instruments (especially flutes)
and wrote some articles, partly published, partly unpublished. Part of the collection
of instruments is still in the library of the Sekolah Tinggi Filsafat Katolik Ledalero,
the SVD-seminary in Maumere, Flares. Father Rozing brought another part of the
collection with him when he came back to the Netherlands 2 • Like Kunst, Father
Razing was mainly interested in the musicological aspects of the traditional music
(Rozing 1956; 1958; 1961a; 1961b; 1963; 1966).
In 1988 G. Florian Messner was the first ethnomusicologist to do research into
the cultural context of the music. He spent three months in a cluster of villages in
East Flares and studied mainly the vocal music (Messner 1989).
In 1993 a group of Indonesian scholars of performing arts led by Dr. Rahayu
Supanggah visited Flores for three weeks. At the request of the Indonesian Association of Performing Arts (Masyarakat Seni Pertunjukan Indonesia, MSPI) this group
of dancers, choreographers, musicians and ethnomusicologists did fieldwork in two
areas of Flares, Sikka and Ngada. The report (Rahayu Supanggah 1994) presents a
general overview of the situation concerning traditional music in Flares and some
more detailed examples. The American ethnomusicologist Philip Yampolsky also
took part in this MSPI fieldtrip with the purpose of recording Florinese music for a
series of compact discs of traditional Indonesian music issued by the Smithsonian
Institute in New York.
Besides all these 'foreign' authorities on Florenese music, the Florenese themselves are very knowledgable about their traditional music. Nevertheless, none of
their efforts have yet resulted in publications, as far as I know. From 1980 onwards

2

The present author is working on a publication about the works and collections of Father Rozing
which are kept in the Tropenmuseum, Amsterdam.
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the Indonesian government has been stimulating its civil servants in the Department
of Education and Culture (Departemen Pendidikan dan Kebudayaan or DepDikBud)
in all the regions in Flares and to draw up an inventory of the local cultural customs,
including music. The fruit of this so far has been articles of a few pages only, which
nevertheless often contain valuable information. These unpublished reports can be
consulted in the offices of the local DepDikBud. Unfortunately not all these reports
are still available, having fallen victim to the poor conditions in the archives and the
aftermath of the severe earthquake in December 1992.
Father Daniel Kitti, teacher of music in the SVD Seminary in Maumere (Flares),
is also researching traditional Florenese music. Born on Lembata (a small island to
the east of Flores) himself, he focuses his attention on a community near Maumere,
Tana Ae, and on East Florenese music in general. Although he has already collected
a vast range of information, nothing has yet been published.

Recent developments of traditional music in Flares
Traditional music should not be regarded as static. Florenese traditional music is in
a process of rapid change. This is caused by cultural and socio-economic changes,
and the developments in the tourist industry. Another important factor is that once a
specific ritual has ceased to be performed in a village, the villagers are obliged to
offer an enormous sacrifice to the ancestors before the ritual may be performed again.
Many villages in Flares are simply not rich enough to revive these rituals in this way.
The disappearance of foi meze music was the outcome of cultural developments;
see Dominkus Soro 1980, for new processes in foi meze music. Many kinds of music
in all regions of Flares are facing similar threats. Fortunately not all is lost the
development of some other kinds of music is stimulated by these processes.
A good example of this has been a process of cross-fertilization between traditional music and Catholic church music which has been going on for a long time.
The influence of church music may be felt in the performance of traditional songs,
although there is no consensus - either by western scholars or by the Florenese
themselves- about the extent and the form of the change. Presumably, traditional
songs disappeared because Catholic songs, having the same religious function, have
replaced them. It has not been a one-way process. Florenese traditional music has
also influenced the church music in Flores. Many Catholic church songs use local
language and/or local melodies. This festivities held in and around churches sometimes included traditional songs and dances. In the Catholic seminaries in Flares (in
Todabelu and Maumere) the brothers are taught traditional music and dances and
even perform at festivities.
The local governments in Flares often stimulate traditional music and dance, for
example when they command school children to perform local music and dances at
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the opening of important meetings or at the welcoming of distinguished guests. The
growing number of tourists also exerts a great influence. Many Western tourist
agencies ask for special performances in villages, at which small parts of different
dances and music arc combined into a programme of one to two hours. So, in many
popular 'touristic' villages, dancers and musicians (who are farmers first and foremost) are associated in so-called 'art workshops' (sanggar).
These processes lead to a decline variety of regional traditional music and
dances, as many of them are no longer performed in their totality. Their deeper
meaning disappears, as they are no longer being performed in their ritual context.
These processes were discussed at two national meetings in Flores, in December
1994. The Indonesian Association of Performing Arts (MSPI) held its annual seminar
in Maumere, devoting a lot of attention to traditional Florenese performing arts and
developments in Florenesc society (sec, for instance, Leo Kledcn 1994 and Bos
1995). Immediately after this seminar, the Indonesian institution Equator organized
a meeting at which the attention was focused on the practical aspects of the develop-·
ments in traditional dance and music. Although the problems roused were legion,
those present could not give many solutions.

Research strategy and impact
The following sections deal with the music of foi meze as it should be performed. As
I said earlier the performance of foi meze music in its ritual context has not taken
place in Rowa since 1957. The Rowanese gave the following explanation for this.
Although the ritual of filing girls' teeth is still being performed and regarded as
extremely important for the well-being of the whole community, nowadays it is
performed in a fairly superficial way. In earlier times a large part of the girl's upper
front teeth and incisors was filed away, and subsequently the girl's teeth hurt for
about a week. Nowadays it is only a very small part that is filed away, and it does
not hurt. Sometimes the filing is purely symbolical, by just touching the teeth.
Whereas in earlier times the people visited the girl's house for about a week, playing
the foi meze and singing pantun each night to amuse themselves and to distract the
girl from her suffering, nowadays they do no more than pay a brief visit to her
house. So the function of the foi meze at this ritual has disappeared.
As the foi meze can only be played during this ritual, the transfer of knowledge
about how to play them to the younger generations is no longer possible. Traditionally learning took place by a process of imitation during the actual performance.
Poems and music are not written down in this oral tradition. Hence only the older
generat-ion in Rowa still knows about these songs. Even the old people had to help
each other remembering the proper texts and melodies. Only one man among the
Rowa elders was still able to play the foi meze.

136

PAULA R. BOS

The preparations for my research were not easy, largely due to the lack of information about the foi meze. Kunst's description and photographs of the flute dating from
1930, and some accounts on the meaning of its performance given by Father Rozing
were all that was available to me. Heerkens' collection of 140 songs did not contain
foi meze songs.
The start of the fieldwork was even more difficult. The Rowanese did not stay
in the village during the week, because they were working on their fields, as the
rainy season had just started. So, they could only be consulted on Sundays, when
most of them attended Mass. I began my fieldwork in the middle of November, when
everybody was busy preparing for the celebration of Christmas. According to my
informants there was a foi meze that was at least sixty years old in Rowa, and I
launched an investigation into its whereabouts. A few years ago, this flute had been
lent to a school, but it had never been returned to its owner. In the end I concluded
that this flute was no longer on the island of Flares. Most probably, the schoolmaster
had presented this foi meze to the governor residing in Kupang, Timor.
So, I decided to ask for a new foi meze to be made, since no other instrument
was available in the village. Unfortunately, there was no one in Rowa who could still
make a foi meze. Luckily, an eighty year old man in a neighbouring village could do
the job. He had a grandson living in Rowa, in whose house we all gathered to
witness the making of the flute. This new foi meze looked exactly the same as the
one in Kunst's photograph taken sixty-five years ago. One positive result of the
project is that the old man's grandson, who helped him, is now able to make a foi
meze by himself. Thus this knowledge has not disappeared for ever from the village
of Rowa.
Now there was a foi meze, and we could start practising singing the poems.
About ten people gathered at my boarding-house every Saturday night. First we ate
and drank together, before starting to sing. This offered me a nice opportunity to
learn to sing the pantun and play the foi meze. During these nights there was a very
special atmosphere, not least for the villagers themselves, who were very moved as
they remembered these almost forgotten poems.
Although these nights resembled the actual performances in former times, I had
taken the initiative to arrange them. This reconstruction influenced the situation even
more at the final video recording, when the performance took place in the village
square by day, instead of inside the house at night (Plate 1).
The ritual context of the foi meze and Florenese music in general
Almost all traditional Florenese music is played only at rituals (Erb 1988, Messner
1989, Oscar Pareira Mandalangi 1993, Rahayu Supanggah 1994). Each village has its
own ritual calender that is associated with the planting of the dry ricefields. Each
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month has its own name, and in Rowa the months are counted from October onwards, that is the time of preparing the ricefields.

Plate 1: Performance of pantun foi meze during video recording; the foi meze is played by Matheus Muga

In Rowa the rituals surrounding the filing of the girls' teeth are performed in the
months around July when there is not much agricultural activity. If a girl shows signs
of the onset of womanhood, breasts and menstruation, and is able to take on the
responsibilities for running the household, she has to undergo this ritual. A part of
her upper front feeth and incicors is filed away. It is very important that this takes
place before she gets married or has sexual intercourse with a man. If she comes so
close to a man before her teeth have been filed, she will disturb the harmony between
the cosmological and the human world. Such an encounter will result in a long dry
period and a bad harvest for the whole community. This result can only be undone
by sacrificing a buffalo, one of the most valuable possessions in Florenese villages 3 •
The sequence of the ritual performance of tooth-filing was documented by L.
Mere Tue Wedo-Ba (1993). Rowa is not one of the villages described, although it
lies in the vicinity of these villages. The sequence of the ritual described is very

3

See Forth 1989 on the meaning of buffalo sacrifice.
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similar to the one in Rowa. L. Mere Tue Wedo-Ba mentions songs called oedoko that
are sung at night by the guests visiting the girl's house. During the days following
the actual tooth-filing, the girl's family and the other villagers will gather in the girl's
house to eat, drink palmwine and sing these songs to entertain themselves and to
distract the girl from her pain. L. Mere Tue Wedo-Ba does not mention the accompaniment of a flute, which is not surprising because the foi meze is only found in a few
villages, whereas tooth-filing is a common ritual in the Nage subculture.
In Rowa the songs are named after the accompanying instrument: pantun foi
meze (pantun means sung poetry).
The construction, repertoire and performance of the foi meze and its meaning
The repertoire of the foi meze I recorded during my research consists of ten songs.
These songs are so inextricably linked to the foi meze flute that the singers did not
want to sing without the flute, not even when we were rehearsing the songs at the
informal gatherings in my boarding-house. One informant did claim the foi meze may
be replaced by another flute, the foi doa or twin-flute4 •
Normally the number of singers depends on the number of guests visiting the
girl's house, who are able to perform the songs. These are relatives of the girl and
people living in the same village as she. The male and female singers do not form a
separate group in society, nor do they come from specific families. They are judged
on their capacity to perform only. Most adults can sing the songs. Children and
adolescents may learn singing by observing and imitating the adults when attending
the evenings. There is no other specific learning-process, nor are there any appointed
teachers.
As has been said above, the foi meze is a flute found in a few villages only. The
history of the foi meze in the Nage area goes back at least to the 1930s, as the photographs in Kunst's book show. Above, I referred to the sixty-year old foi meze of
Rowa, which had disappeared a few years before I started my research. Although
there is no restriction on people playing the foi meze, according to the Rowanese, it
may only be stored in certain households only. Every clan (suku) should own one foi
meze. In Indonesian translation the foi meze is also called: kepala keluarga di dalam
rumah (head of the family in the house), bapak bangsa (father of the tribe), or raja
foi (king of the flutes). As these names suggest, the shape of the foi meze resembles
a human figure. It has a head with a nose, one arm and a belly. The foi meze which
is more than 60 years old was said to have two eyes as well: these were formed by
two natural spots on the bamboo (Plate 2).

4

See for a description of the foi doa Kunst 1942:139-142.
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Plate 2: Foi meze as a human figure

Plate 3: The construction of a foi meze

Plate 4: Manufacturing a foi meze by Rafael Pei (!.) and Mikael Wawo Mawo (r.)
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Manufacturing afoi meze is a complicated process, as it needs a special type of large
bamboo that can only be found in certain places in the area. It also needs a skilled
craftsman for the precise and complicated construction of the wind circuit (Plate 3).
Like the making of a foi meze, playing it is regarded as a man's task (other kinds of
flutes in Rowa are played by both men and women). My informants said that women
are not exactly forbidden to play the foi meze, but they are simply not able to do it,
as blowing the flute requires a 'long breath'. Logically, they were very astonished
when I, a Western woman, was able to play the foi meze. They could not give any
explanation for this.
The function of the foi meze is to accompany the pantun which are sung in three
parts (first and second part, and bass), and to play a solo melody between the pantun.
Both men and women sing the first and second part, which are a major third apart.
However, it is only the men who sing the bass melody, which is an octave below the
first part. The number of singers taking part is not restricted, as long as there are
enough to enable singing in these three parts. While accompanying the pantun, the foi
meze joins the first and second part alternately. 5
Each part consists of three notes only. As one informant explained to me: the
first part uses the notes do-re-mi, the second part uses mi-fa-sol, and the notes la-si
are never sung. This labelling of notes has of course been influenced by the Catholic
music sung in churches in every village of Flores; traditional note names were no
longer known in Rowa. In accordance with the first and second vocal part the foi
meze plays five notes: do-re-mi-fa-sol, using the six fingerholes as follows: 6 holes
closed produces 'do'; 4 holes closed produces 're'; 3 holes closed produces 'mi'; 1
hole closed produces 'fa', and 6 holes open produces 'sol'. The notes created by
closing 2 and 5 holes are used as grace notes only. 6
The text of a pantun may be composed spontaneously on the spot by one singer,
but the number of melodies is very limited. The ten songs I recorded were set to only
four different melodies. These different melodies are not sung in a specific order, nor
do the songs have a musicological climax. Some songs have a strict metre, and others
are sung in a free metre. The songs using a free metre arc regarded as more difficult
than the ones using a strict metre.
The three vocal melodies and the melody of the foi meze should be in balance.
This means that all the parts should be clearly audible -a clear bass part is importantbut no part may stand out too much. This importance of balance is also underlined
by the fact that the songs should not be disturbed by noises made by people or

5

In Rowa they tell about a fabulous Joi mezc player, who blew the flute using his nose, while
singing the pantun at the same time.
6
The same system is used for the smaller flutes (suling) in Java.
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animals. The atmosphere in the room and the mood of the people should be calm and
composed. Although a lot of alcohol (tradionally made palmwine) is consumed,
drunken outbursts arc prohibited. This stress on atmosphere is in accordance with the
fact that the songs arc performed on the successive nights after the actual ritual of
filing the girl's teeth.
Although the texts of the pantun may be composed on the spot by a singer, there
is also a more standardized repertoire of old texts, knowledge of them being the
common property of the villagers. A newly created text may criticize events that have
just happened, ranging from the death of a relative to the ineffectual leadership of a
village head, or it may just express personal emotions. The repertoires of old pantun,
which I recorded, mostly contain variations on the theme of ancestors. This is very
understandable as the blessings of the ancestors are required for the success of the
tooth-filing and for the well-being of the girl. The ancestors are in fact present at
every ritual, at which sacrifices are made to them to protect the living. Their presence
is even felt in everyday life. Performing pantun about ancestors is a sad, yet tranquil
activity, as deceased parents and grandparents are remembered. 7 Whereas the overall
atmosphere in which the pantun foi meze are performed may be described as sad, a
change takes place on the last night. Then the mood should be happy and cheerful.
During the first nights the guests are sad, seeing the girl in pain, but on the last night
the guests sing more cheerful pan tun to celebrate her recovery.
The texts of three of the ten pantun I recorded are presented below. Although
these were old texts, the singers associated their contents of them with me. For example, a pantun about a girl whose parents had died, was transposed to me: I was at
such an insurmountable distance from my own parents.
The texts are in the Nage language, and presented as they were given to me. The
English translation is my own literal translation of the Indonesian translation that was
given to me in Rowa. All pantun begin with the alternating singing of two vowels,
'o' and 'e' (in Indonesian pronunciation), in a long-drawn-out way. This has no
specific meaning other than marking the beginning of the next song. In singing
pantun, in which a free metre is used (first and third example below), the words at
the end of a phrase are often extended by singing the vowels 'o', 'e' and 'i' (in
Indonesian pronunciation), without changing the meaning of the text.
In the first pantun the kua and sizo bird of prey are birds whose cries are
regarded as sad. The hearing of the singing of these birds in the lontar palm or
coconut trees, recall memories deceased parents.

7

See Erb 1988 on the place of ancestors in society.
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Ana kua noi, lau tolo koli
Mesu ine, ulu mata poi
Ana sizo io, lau tolo nio
Mesu wai ame, ulu mata ribo
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The kua bird of prey, at the top of the lontar
palm tree
Poor mother, she died first
The sizo bird of prey, at the top of the coconut tree
Poor father, he died first

The following poem is sung when welcoming a woman. When meeting a relative or
friend, women are supposed to exchange sirih-pinang: a sirih leaf/fruit, a slice of
areca nut and some lime. By chewing sirih·pinang together the relationship between
people is affirmed. Like other poems, this one is sad because the sirih-pinang basket
is empty.
Oh woman, you are coming
0 ine taso kau
Dia bebola dhuku wunu mengi mona This basket is empty, there is no sirih leaf
We cannot give you anything at all
Kami dhehapa kau mona wai apa
0 ine taso kau
Oh woman, you are coming
As in other contexts, weaving cloth symbolizes the continuation of life. In this third
poem the relationship between two people has ended forever: 'the threads have
snapped and can never be tied together again'. This may be caused by the death of
someone, or by a beloved one who is never to return again.

Seda mena pena
Mane zale dhawe
Gugu gora longa
Nama dhemu ghoma

Weaving cloth over there
The threads over there
The threads are snapped
They can never be tied together again

The texts of these poems are in Nage language. This is remarkable, because in daily
life the Rowanese use a mixture of Nage and neighbouring Ngada language. The
Nage language used here is regarded as more refined than the language in daily use
in Rowa, and thus more suitable for the singing of poems. However, more research
about the linguistic developments in this area is required to give a full explanation for
this.
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THE MUSIC OF THE NORTH BALINESE SHADOW PLAY;
THE DRAMATIC FUNCTION
OF GENDER WAYANG IN TEJAKULA
Henrice M. Vonck

Abstract
Wayang stories, which form a considerable part of Balinese cultural memory, are transmitted not by
reading the original written texts, but as 'living text', that is through repeated theatrical performance,
such as wayang kulit. The texture of each wayang kulit performance is woven with three threads:
words, spoken and sung by the puppeteer (thread 1), the acting wayang puppets manipulated by the
puppeteer (thread 2), and the accompanying gender wayang music (thread 3).
Gender wayang compositions can be divided into two main categories. Those in the first category
musically illustrate the main action taking place in one of the seven standard scenes of a performance.
The moods or themes of these scenes vary on a continuum from coarse (keras), to neutral (sedeng)
and refined (ha/us). Compositions in the second category, extremely prominent in the particular style
of the village of Tejakula, musically illustrate the character of the acting wayang puppets within the
scenes. These characters can be described in the same terms as the moods of the standard scenes:
coarse, neutral or refined.
By analysing expressive features found in the musical teclntique I will illustrate how the moods,
associated with a scene or a puppet are conveyed musically to the audience. The music itself is an
icon of the mood and - by being woven into the performance the same time as the corresponding
components of words and image - adds to the communication of the 'living text' of the performance
as a whole.

The setting
The repertoires of gender wayang, the musical accompaniment of the Balinese
shadow puppet theatre, can be divided into two main musical styles: that of South
Bali and that of North Bali, which are primarily confined to their own territory.
Within these main categories many regional, local and even personal styles can be
distinguished. Up to the present day, nearly all published research (e.g. McPhee 1976;
Peterman 1989; Gray 1990, 1991; Gold 1992) on gender wayang has focused
principally on the repertoire of South Bali. I myself began my study of gender
wayang in Denpasar, continuing in the village of Kerambitan in Tabanan (both in
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South Bali). 1 In 1992 I went to Bali for a period of seven months of fieldwork 2 for
my PhD research, with the aim of expanding my comparative research on the gender
wayang traditions in the South to the district of Gianyar. But then, after one month
of preparation and many setbacks, I was kindly invited by I Nyoman Tusan to be a
guest of the Tejakukus Foundation and find out for myself whether the gender
wayang tradition in his native village of Tejakula might be of any interest to my
research.
Tejakula is a reasonably large village in Bule!i~ng district, located on the north
coast 20 miles east of Singaraja. The village has a rich cultural tradition of gamelan
gong kebyar, wayang wong and wayang kulit, now all under the artistic leadership of
the Tejakukus Foundation. This Foundation, headed by I Nyoman Tusan, was
organized to promote the performing arts of the village. For this purpose both
Balinese and foreign scholars are invited to study in Tejakula.
Immediately upon arrival I was assigned a gender teacher, I Made Sujana, who
is also the artistic leader of the wayang wong company in Tejakula and a gender
player with 35 years of active experience in accompanying wayang kulit. During the
first gender lesson Made Sujana and his son demonstrated various compositions. It
was immediately obvious to me that this gender wayang tradition was completely
different from the ones in the South. Names, melodies and the playing style of the
compositions were different, and after watching a local shadow play I decided that it
would be worthwhile for my research and for research on wayang kulit in Bali in
general to continue my fieldwork in Tejakula. 3

Wayang kulit in Bali
The ritual wayang kulit is a multi-media form of theatre, including not only recited
and spoken words, but also song, movement, dance, instrumental music and offerings.
In wayang kulit the 'actors' are flat leather (kulit = leather) puppets, also called
wayang in Balinese. Wayang kulit is performed by a dalang, puppet master, who tells
a wayang story while bringing the puppets to life by verbal and kinetic manipulation.
The puppets can be shown in two ways, with or without screen. At a nighttime
performance, wayang wengi (wengi = evening), the puppets' shadows are projected

1

My teachers were I Nyoman Sudarna (Denpasar/Kayumas Kaja) in 1986, 1988 and 1990 and I
Pasek Wayan Robin (Baturiti/Desa Kerambitan) in 1988 and 1990. See also Vonck 1989.
2
This fieldwork was made possible by the Netherlands Foundation for the Advancement of Tropical
Research (WOTRO) and the Faculty of Letters of the University of Amsterdam, and was sponsored by the
Lembaga llmu Pengetahuan Indonesia (LIPI).
3
My other informants were Mangku dalang Suka, a puppet master of great skill and knowledge, no
longer actively performing, and I Gede Putu TiJia Ngis, who introduced me to the Balinese language and
kakawin.
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by the light of an oil lamp against a white cotton or linen screen. During a daytime
perfomance, wayang lemah (lemah = day), the screen is replaced by a cotton string
and the puppets are directly visible.
Wayang kulit is accompanied by music, performed by a gender wayang
ensemble. A gender is a bronze metallophone with ten keys, suspended above
bamboo resonators. The keys are struck with two wooden mallets, one held in each
hand of the musician. In the South a gender quartet commonly accompanies the
performance and is located directly behind the dalang. The quartet consists of two
gender gede (gede =big), and two gender barangan (barangan =follower) tuned one
octave higher. In the North only the gender gede are used and are placed at the right
side of the dalang (see Figure 1 below). There are two main repertoires, derived from
the Indian epics Mahabharata, called wayang parwa, and Ramayana, called wayang
Ramayana, respectively. 4 To enliven the many fights during the performance of
Ramayana stories, two kendang (drums), a set of gongs, ceng-ceng (small cymbals)
and one or more suling (bamboo flute) may be added. The ensemble is then called
gender wayang bate[ (bate!= noise).
Wayang kulit: a 'living text'
Most wayang stories are based on the Indian Hindu epics Mahabharata and
Ramayana. These stories were translated, and in some cases summarized, in ancient
Jawa between the tenth and fifteenth centuries into a language which is called kawi
by the Balinese and Old Javanese by scholars. The literature from ancient Java was
transferred to Bali during prolonged cultural and religious contacts, which culminated
in the invasion of Bali by the retreating eastern Jawa Hindu population of the
crumbling Majapahit kingdom. The 'translations' are written either in a form of
poetry, called kakawin', or in prose texts, called parwa. 6 These verses and prose
texts are not meant to be read, however, but to be recited. Each section or canto of
kakawin poetry is sung to its own wirama, that is a combination of metre and
melody, adopted from Indian (Sanskrit) poetry, called kawya. 7 The parwa prose texts
are recited to a monotone melody, called Palawakia. In fact these texts are only
studied by a small group of insiders. Specialists such as priests, dalang and ordinary
but knowledgeable village members come together to form a sekaha bebasan, or

4

5
6
7

For a complete list of all types of wayang see Hinzler 1981:28-33.
From kawi, 'poet'; cf. Sanskrit kavi =poet; also: bird, singing.

l'arwa "' prose chapter from the Mahabharata.
See Schumacher 1987 for a thorough study of the wirama.
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village singing club, in which they learn to sing, translate and interpret the kakawin
and parwa texts. As Schumacher (1994:1) notes:
'Looking at the reception processes of several Javanese and Balinese literary
genres [... ] we can see the original and true meaning of 'reading'. The
comprehension of script is not the matter of script itself, but rests inevitably upon
the cultural memory. [... ] The resources of cultural memory, having been
"evacuated" in graphic written signs, arc appropriated anew in a process of
communication, thereby made concrete again. As a rule [... ]this does not simply
happen through silently decoding these signs, but rather by audible oral
interpretation which strives for meaning through a manifold process.'
So, in Bali we cannot speak of a wayang text, as Western scholars understand it, that
is, something that must be read in order to transmit the content, but rather of
something we could call a 'living text', i.e. one that lives in the minds of the people
and has to be transmitted orally. 8 One of the media through which this can be done
is through repeated theatrical performance: wayang kulit.
From the original texts the dalang will select kakawin poems or parwa chapters,
which he will then elaborate during a performance. These small parts they have
learned by heart, either by watching the performances of neighbouring dalang, or by
reading and memorizing the original texts. Some have noted down these parts in a
personal notebook. Some also have notebooks with summaries of stories based on the
kakawin and parwa, in Old Javanese or Balinese (these are called satua kawi
padalangan). The final text then - as it lives in the mind of the dalang - can be
described as a framework of contents: quotations of texts, allusions to quotations of
texts and stereotyped phrases in High and Low Balinese. It is transmitted to the
audience according to a set of certain fixed patterns, with the possibility to improvise.

A wayang kulit performance: 'textus' woven with three threads
The word text is etymologically derived from the Latin word textus, that is, 'fabric'
(texture), something that is woven. 9 This fabric should not be seen as a
three-dimensional object, but as a process that occurs in time. Every wayang kulit
performance is thus an interactive event between the puppet master and his audience.
All that remains of the text at the end of the two-to-three-hour performance is
memories, impressions and perhaps a lesson in the minds of the people that have

8

Notes from the lecture series 'The life of the text' by Saskia Kersenboom, University of
Amsterdam, 1991-92; see Kersenboom 1995 (in press).
9
My original inspiration was derived from a series of lectures, given by Saskia Kersenboom at the
University of Amsterdam, in the year 1991-92, and partly based upon an article by Kowzan (1965).
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witnessed it. The text will only exist again when all the elements are woven together
by the puppet master into another wayang kulit performance, in the presence of an
audience.
During wayang kulit perfromances the text is performed, and in this case the
fabric is woven with three threads, namely words, image and music. The following
description is true for North as well as South Bali, except when stated otherwise.
Thread 1, Words:
spoken and sung words by the dalang, who tells the story.
The plot of the story is called a lelampahan (lampah =to walk; to go; to move). The
essence of each lelampahan is:
'the coming into being of a conflict between parties and the resolving of this
conflict. In each lelampahan there are various parties, one of which has to
achieve a certain goal. This results in a conflict. When the conflict is resolved,
the goal can be reached. [... ] In order to do so, the parties have to change places
[... ]. In a lelampahan this is expressed by the journey of one party to the realm
of the other party. There the fight in which they resolve the conflict takes place
between them.' (Hinzler 1981:253).
This concept, existing in the mind of the dalang, is performed in spoken and sung
words, called ucapan. The dalang alternately acts as storyteller and gives 'voice' to
the puppets (see thread 2: Image). In many instances the puppets are also expected
to sing. This type of song, called kakawin in Tejakula and bebaturan in South Bali,
belongs to the realm of thread 1. In the particular style of Tejakula the sung text, a
quotation from a kakawin poem, is uttered by a high caste wayang character to
express its thoughts; in South Bali it is used to offer advice or to teach something
(Gold, 1992:254). 10
Thread 2, Image:

wayang puppets with their individual shape, colour, costume,
movements and voice, as manipulated by the dalang.
The 'actors' of wayang kulit are the wayang puppets. The chest in which the dalang
keeps his puppets, can contain as many as 100 or more wayang puppets, although
perhaps not more than 20 will be used in any given performance. On top lies the
kekayonan, stylized as a tree, symbolizing the holy tree of life or the holy mountain
where the gods reside. The kekayonan is used at the opening of the performance to

10

The songs of the dalang form an integral part of each wayang kulit performance, but it is beyond
the scope of this paper to include a full description and analysis, although some reference will be made to
it. The results of that part of my research will be published in a later article.
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create the magical, holy wayang world on the screen by swaying it several times.
During the rest of the play the kekayonan serves as a structuring device, defining
clearly each new major section of the story, and as a symbol of wind, water, earth
and fire. Next in the chest are all the personages that may appear during a
performance:
-gods,
- Brahman priests,
- satrya: princes, princesses, kings and queens,
- wesya: the lowest rank of the three high castes,
- servants of both parties, male and female; and other common people,
- the monkey army and their leaders (if Ramayana stories are being performed),
- ogres and witches,
- animals, weapons and stage devices such as trees and temples.
This collection of puppets reflects the hierarchical division of Balinese society. The
language used by the puppets expresses their place in this hierarchy: gods, kings,
princes and wesya (male and female) speak a Balinese version of Old Javanese (real
Old Javanese is reserved for quotations from the kakawin), while servants speak High
as well as Low Balinese and occasionally sing songs.
The puppets can be immediately recognized on the basis of their iconography:
not only their name, shape, dress, headdress, attributes and body colour (see Hobart
1987), but also the way they move, walk, fight, dance and make non-verbal sounds.
In addition every puppet has its own characteristic voice that fits perfectly in this
iconography.
Thread 3, Music:

1. instrumental compositions that accompany the story, performed by gender wayang;
2. sesendon, words sung by the dalang.
Wayang kulit is accompanied by gending gender wayang, a fixed set of compositions
for the main themes (love, war, sadness) and structural points (beginning, intermezzo,
ending) of the play, and for the entry of specific wayang puppets. Although the
gender players appear to be quite nonchalant, in fact they are aware of every sound
and movement the dalang and the puppets make, and they react instantly with the
appropriate composition. When the puppets are not speaking, for instance during their
entry or exit, the dalang is expected to sing. This type of song, called sesendon
(Tejakula) or tandak (South Bali), belongs to the realm of thread 3. The sung text, a
quotation from the original written wayang texts, has no meaning in the context of
the scene and the vocal melody blends with the instrumental music (see also Gold
1992:254-255).
The actual wayang kulit performance, then, may be represented as in Figure 1:
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Figure 1: Diagram of a wayang kulit performance (North Bali)

During a wayang kulit performance the meaning of the original wayang text is
conveyed to the audience by an interactive process between the puppet master and his
audience. The dalang is in charge of the performance. He decides the course of the
story and chooses the puppets to be shown on the screen; in response to his actions
the musicians choose the right music. The weaving of these three threads, words,
image and music, results in a specific texture with both an expressive quality, that is,
the action (effect), and an emotive quality, or the intention (affect). As a result
certain themes, a meaning or mood, are conveyed to the public. In turn, responding
to the reaction of the audience, the dalang decides the further course of the story.

Dramatic relation between music, words and image
The dalang, in composing and recreating the story during a performance, is equally
aware of the necessity of musical accompaniment. According to dalang Suka, without
music the performance would be beku, frozen. With respect to the dramatic role of
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gender music in the performance, it is my hypothesis, that the music component
shows in its expressive features the same themes as the words and image
components, and that the music ·· by its simultaneous application - reinforces the
communication of these themes.
In the following I present some initial findings of my research - as conducted in
Tejakula - concerning the analysis of the dramatic relations between music, words
and image, and I will attempt to show how the music component contributes to the
effectiveness of the total texture, a wayang kulit performance. The analysis will be
confined to the gending wayang parwa, that is, the repertoire for the accompaniment
of a Mahabharata story.
First relation: music and the standard scenes
For the unfolding of a wayang story, the dalang makes use of seven types of
standard wayang scenes (Hinzler 1981:286-7). These scenes are:
WORDS

&IMAGE

Opening
Meeting
& introduction

Review

Departure

Forest

Fight

Retrospect

&ending

The scenes listed above, except the opening and the retrospect, can be repeated
several times but need not all be performed and not necessarily in this order. After
the opening and introduction follow several babad (acts) in which the dalang chooses
the appropriate scenes. Each scene has its own accompanying composition, which
identifies the setting. This is what I call the first relation: that between the music
(thread 3) and the standard scenes (threads 1+2).
These wayang compositions have already been classified for South Bali 11 by
Sumandhi (1986/87:3-4) in accordance with their use in a wayang performance. This
classification can easily be fit into the scheme of the seven standard scenes:
WORDS

& IMAGE
MUSIC

Opening
Meeting
& introduction

gending
Pamungkah

gending
Patangkilan

Review

Departure
{Travelling

Forest

Fight

Retrospect
& ending

gending
Pang kat

gending
Aras-arasan
gending
Tetangisan

gending
Pasiat

gending
Panyuwud

11
This remark is based on the fact that Sumandhi only lists names of gending gender wayang that
can be found in the South, and none of the names of North Balincse compositions. Zurbuchen (1987:
212-213) also mentions these categories in current South Balinese practice, as they are found in the
exorcising lampahan 'Sapuleger'. It seems to me that Sumandhi used this lampahan as the basis for his
classification.
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These compositions mark the overall structure of the performance. Beginning, ending
and critical moments in the development of the story are accompanied by their own
category of composition (gending), which illustrate musically the main action taking
place in the scene. Conversely, one knows the setting simply by listening to the
music. The names of these categories already give an indication:
Pamungkah:
Patangkilan:
Pangkat:
Aras-arasan:
Tctangisan:
Pasiat:
Panyuwud:

opening (bungkah = to open);
audience (tangkil = audience, appearance before a king/prince);
departure (angkat = to depart);
in the forest; romantic (aras = forest);
sad, weeping (tangis = to weep);
fight (siat = to fight);
closing (suwud = to end, finish).

A wayang performance is preceded by a few gending Pategak (tegak = to sit), to
accompany the necessary preparations of the dalang. After the performance a small
ritual can take place for the preparation of holy water, accompanied by the gending
Ngastawa (gending worship). It should be clear that these compositions do belong to
the gender wayang repertoire, but because they do not accompany the storytelling
they are not included in this discussion.
STANDARD SCENES

GENDING

keras
(coarse)

- For instance: a war scene
the action is a fight;
the corresponding feeling is
excitement, lack of self-control;

·· gending Pasiat
tempo: fast;
metre: accentuated, often irregular;
form: often based upon a short ostinato;
melody: using the low notes of the gender;
dynamics: loud;

sedeng
(neutral)

- For instance: the ending
the action is finished;
the corresponding emotion is
'neutral', in the sense that
t11ere is no outspoken feeling;

- gending Panyuwud
tempo: medium;
metre: noticeable;
formtmelody+dynamics: do not have
exclusively the particular features
of tt1e two extremes;

ha/us
(refined)

- For instance: a love scene
the action might be a flirt
in the forest;
the corresponding feelings are love
and romance. Sadness and sweetness also belong to the domain of
refined feelings

- gending Aras-arasan
tempo: slow;
metre: often played rubato;
form: long melodic sentences;
melody: using mainly tt1e high notes of the
gender, with many embellishments;
dynamics: soft

Tahle 1: Corresponding expressive features between standard scenes and accompanying gending
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The Balinese make a further distinction between the scenes listed above on the basis
of the moods, feelings and emotions resulting from the main action of the scene,
namely keras (gending coarse), sedeng (gending neutral), or halus (gending refined).
The accompanying gending can be classified in the same way, based upon the
corresponding musical expressive features (Table 1).
These compositions are played in the absence of monologue or dialogue between
the puppets. The accompanying gending - by the sound of its own musical expressive
features - reinforces the communication of the main theme of the scene, being the
combination of the main action and its resulting mood. This practice I found to be
true of wayang kulit performances in South Bali as well as in North Bali, although
the names and melodies of the gending arc different.

Second relation: music and the wayang puppets
In the discussion above of the different categories of gending gender wayang I
intentionally omitted one category also mentioned and defined by Sumandhi: the
gending Papeson (pesu '" to come out). These are compositions 'that are especially
used to accompany the entry of certain wayang puppets, such as Kayonan, Garuda,
Rangda, Ma!en, Delem and Sangut' (Sumandhi 1986/7:4; my translation).
In other words, this category of compositions is not used to illustrate the main
theme of the standard scenes, but rather to identify the different characters of the
wayang puppets within the scenes. Therefore I choose to classify these
compositions as belonging not to the first, but to what I call the second relation: that
between the gender compositions (thread 3) and the acting puppets on the screen
(thread 2). It is precisely in this relation that l found the main difference between the
repertoire of Tejakula/North Bali and the traditions of the South. Based upon my own
experience and upon the enumeration given by Sumandhi, only a few compositions
of this type are used in the South, whereas in the course of my lessons in Tejakula
my teacher informed me that in his repertoire every wayang puppet has its own
composition, and that puppets of the same character may share the same composition.
For instance:
IMAGE

Dt1arma

Arjuna

Gatotkaca

Bima

Raksasa

Sang ut

MUSIC

gending

gending

gending

gending

gending

gending

Sikandi 12

Sronca"

Rundah Mrawa 14

Caak Mrengang 15

Bapang

Sang ut

12

Sikandi "' same as Srikandi. In the Indian epic the Mahabharata, Sikhandi is a man with feminine
characteristics, who wants to dress in women's clothes.
B Name of a kakawin metre.
14

Rundah = full of excitement, disorder, confusion; mrawa "' parwa: to be used in wayang parwa
performances.
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These compositions mark the entry of a character. As mentioned above, wayang
puppets can be divided into different S<~ts of personages. On the basis of their
outward appearance and their individual personality, the characters of these
personages can be described in the same terms as the moods of the standard scenes
and their accompanying music: keras for puppets with a coarse character, sedeng for
puppets with a neutral, 'ordinary' character and halus for puppets with a refined
character. Because of the fact that the outward appearance does not always coincide
with the inner nature, some characters may also be described by a combination of
these terms. Analogous to the gender compositions that accompany scenes, in the
gending Papeson of Tejakula the content of a single wayang puppet's character is
musically illustrated (see Table 2 and Plate 1 below).

KERAS

(coarse)

SEOENG

(neutral)

HAWS

(refined)

WAYANG PUPPETS

GENDING

- For instance: Raksasa (an ogre)
body: tall, muscular;
teeth: irregular, canine;
eyes: big and round;
colour: black, red, brown;
voice: low and coarse;
movements: rough.

- gending Bapang
tempo: fast;
metre: accentuated, often irregular;
form: often based on a short ostinato;
melody: using mainly the low notes of
the gender;
dynamics: loud.

- For instance: Sangut (a servant)
iconography of this character
can be described as not showing
any of the particular features
of the two extremes: keras or ha/us.

- gending Sangut
tempo: medium;
metre: noticeable;
formtmelodytdynamics: do not have any of
the particular features of the two extremes
keras or ha/us.

- For instance: Dharma (eldest
of the Pandawas)
body: small, refined
teeth: regular
eyes: small
colour: white, green
voice: high and sweet
movement: calm, collected

- gending Sikandi
tempo: slow;
metre: noticeable, often played rubato;
form: long melodic sentences;
melody: using mainly the high notes of the
gender, with many embellishments;
dynamics: soft

Table 2: Corresponding expressive features between wayang puppets and accompanying gcnding in
Tejakula

15

Caak '= nightbird that frightens; mrengang = to move head back and forth.

a. keras: Raksasa

b. sedeng: Sangut
Plate la-c: Types ofwayang puppets

c. halus: Dharma
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Each re-entry of a wayang puppet is accompanied by its identifying gending, filled
in with a few words or lines of sesendon. The music never ceases to sound during
the puppet's following dialogue/monologue or action. The accompanying gending by the sound of its own musical expressive features - reinforces the communication
of the individual wayang puppet's character.
Conclusion
In the dramatic relations between music on the one hand and words and image on the
other, the accompanying gender compositions show in their musical expressive
features the same themes as the words and image components - being either halus,
keras or sedeng. In other words, the music itself is an icon of the theme and - by
being woven into the performance the corresponding words and image components
- adds to the univocal communication of the wayang 'text' as a whole.
Due to the dose relation between music and wayang puppets in Tejakula, there
are two major differences between gender wayang as applied in Tejakula/North Bali
and as applied in South Bali.
First, with respect to the gender wayang repertoire, in Tejakula/North Bali the
number of gending Papeson is much larger than that of South Bali. These gending
Papeson often consist of several parts, each with its own form and function. The first
part is called Pangawak (awak = body) and starts at, or shortly before, a wayang
puppet enters or re-enters the screen, and continues during the following monologue
or dialogue. The Pangawak is a slow, songlike composition, with an extremely
embellished melody. It is usually followed by two or more parts called Angkatan
and/or by a third part called Candetan (candet =heard in turn; this name refers to the
interlocking playing technique). The Angkatan and Candetan are faster parts and
accompany the various actions of the puppets such as walking or fighting.
This results in the second major difference. With respect to the texture of the
performance, during wayang in Tejakula the gender music is woven almost
continuously throughout the performance. The music not only accompanies the main
theme of the scene, but is also heard during the entry and the following
dialogue/monologue and actions of the puppets. Only one type of monologue is
unaccompanied: the reviews, or translations by the servants. During these scenes the
words spoken by high characters in kawi or in High Balinesc are translated for the
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audience into vernacular Balinese. 16 This custom is not unique for Tejakula and can
also be found in other regions of North Bali.
In contrast, gender music in South Bali is intermittent, that is, is only heard in
the absence of monologues or dialogues between the puppets. Andras Varsanyi 17
informed me that, in his experience, these compositions do exist in South Bali, but
are not used anymore. I Nyoman Sudarna (see footnote 2) recently confirmed this.
According to him these compositions arc not used anymore because they are too long
and disturb the dalang in his concentration during dialogues and monologues.

Summary and analysis of the music of the shadow play in Tejakula
The following is a summary of the dramatic relation between music, words and
image and their resulting moods in the standard scenes of a wayang kulit performance
in Tejakula. Although incomplete (an enumeration of all the compositions used is
beyond the scope of this article), this summary is further evidence that gender music
plays a prominent role in accompanying the wayang kulit performance.
WORDS & IMAGE

MUSIC

Preparation

gending Pategak

Introductory actions of the dalang before the story
unfolds; reciting mantras, making offerings, lighting
the oil lamp

Broad repertoire of instrumental compositions
that have no relation with the performance.

Opening &introduction

gending Pamungkah

1. Opening of the puppet chest and awakening
of the puppets.
2. The kekayonan is taken out of the puppet chest
and placed in the middle of the screen.
3. The other puppets are taken out of the chest and
arranged on the screen, the Pandawas and allies to
the right of the kekayonan, the Korawa'a and allies
to the left.

1. gending Pamungkah

sedeng

2. gending Kayonan

sedeng

3. gending Bayad"

sedeng

16

MOOD

This practice might be inspired by the very lively wayang wong tradition in Tejakula within living
memory (personal communication, Pak Pandji, founder of KOKAR, the first music aud dance academy in
Bali). In wayang wong (wong =person) a wayang story is performed by a cast of singing dancer-actors,
accompanied by a gender wayang bati!l ensemble (see above). The entry and following actions of every
single dancer is announced and accompanied by its own composition. This theory needs to be further
investigated.
17
Andras Varsanyi, leader of the Balinese game/an group 'Cara Bali' in Munich, Germany, and
accomplished gender player.
18
bayad = beans that are still young and can be eaten as vegetables.
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4. The dalang places those puppets in front of the
screen that will act in the first meeting, then he waits
for the final notes before setting aside the kekayonan.

4. gending Pamancut19

Now follows a standard introduction 20 , spoken and sung

gending Patangkilan

159

sedeng

by the dalang. lt serves as a transition from the
opening section to the actual telling of the story.
1. The dalang sings four standard lines of kakawin
poetry.
2. The dalang quotes the Rep ri sekala, an opening
apology.
3. The dalang sings a few lines of kakawin poetry, to
fill the emptiness on the screen and to adjust his voice
to the tones of the gender. This is called pangembak
suara (raisers of sound)."
4. A spoken introduction, Panyacah parwa", informs
the audience of the origin and content of the story.

Meeting

ha/us

3a. gending Banyak silif'
&sesendon
3b. gending Banyak bejaguf'
&sesendon
4. gending Panggalang"

ha/us

ha/us

ha/us
ha/us

gending Papeson

During a meeting the problem and the development of a
lelampahan are discussed between members of one or
both parties.
1. First the acting wayang puppet has to emerge onto
the screen; the dalang fills in the accompanying
music with sesendon.
For instance:
a. for the entry of Dharmawangsa/Yudistira,
the eldest of the five Pandawa and the most refined
of all personages
b. for the entry of Bima, the second of the five
Pandawa and a coarse character
2. The wayang puppet is placed before the screen;
next follows a monologue or dialogue, in whicl1 the

19

1. gending A/as"a/as' 1
& sesendon
2. gending Pamama'2

pamancut

1. Some puppets have t11eir own specific
music; other puppets that share the
same features share the same music.

a. gending Sikandi (Pangawak)

ha/us

&sesendon
b. gending Caak Mrengang

keras

2. The music continues.

a means to make the effect of an amulet or magic spell ineffective.

° For a detailed description of this section of the performance see Hinzler 1981:252 and Zurbuchen

2

1987:159-162.
21

22
23
24

25

alas = forest.
pamarna = opinion.
hanyak

= a kind of goose, used in calenders/horoscopes; silir = to wave, move softly.

hejagul = tuft.

According to Zurbuchen 1987:128, this formula stems from the realm ofpangiwa =black magic,
to raise the power of the dalang's voice over both human and otherwordly spectators.
26
panyacah =from cacah: to separate, chop up (Zurbuchen 1987:160). According to Hinzler, cacah
= to count; to name. Panyacah parwa = the enumeration of the chapters of the Mahabharata.
27
Zurbuchen 1987:161 pangalang = border; according to Hinzler: panggalang, from galang = clear,
visible.
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problem is exposed and a strategy discussed.
For instance:
a. for the meetings of the Pandawa
b. for the meetings of the Korawa
c. personages of the higher class speak kawi to each
other. In some cases this is translated immediately
during the meeting into High Balinese.
3. Parts of these monologues in kawi can be sung.
For instance:
a. during a monologue of Dharma
b. during a monologue of Bima
b. during a monologue of Gatotkaca

a. gending Sikandi (Pangawak)
b. gending Bapang"
c. the music continues
&sesendon
3. gending bate/ kakawin"

a. Bate/ Wirat

keras
b. Bate/ Sragdara
ha/us
b. Bate/ Sikarini
sedeng
The composition is named after the
wirama (see footnote 7) used in the original text.

Review
In other cases a meeting is followed by a review,
in which the servants translate and paraphrase
the meeting for the audience in Low Balinese.

There is no musical accompaniment, so that
the translation can be heard by everyone.

Departure

gending Pangkat

The dalang raises the wayang puppets and they
depart for a journey.
For instance:
a. Dharma

Every wayang character has its
own melody for travelling.

a. angkatan Lebah Pasar.'

halus

&sesendon
b. Bima

b. angkatan Caak Mrengang
&sesendon

keras

Forest
On their journey, wayang puppets often dwell in a
forest. Here several things can happen.
a. a romance, or a beautiful woman appearing

a. gending Lor-loran 31

halustmanis

&sesendon
haiUS+Sedih

b. during moments of sadness
(for all characters, except the keras; they
are supposed to have no sad feelings)

b. gending Mesem Mrawa
&sesendon

Fight

gending Pasiat

During a performance several shorter and longer
fights between the two opposing parties occur.
The fights often form the main part of a performance
and are in many cases considered to be the
culmination of the play.

gending bate!
Fights are accompanied by the most keras
composition of tt1e repertoire: bate/.

28

keras

Bapang " type of collar, worn by dancers. Also: specific gong structure.

29

Bate! is usually the accompaniment of the fights, but in Tejakula it can be transformed into the
accompaniment of sung kakawin.
30
Lebah Pasar = the market is over (personal communication, Made Sujana).
31

Lor-loran = nymph.
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Retrospect & ending

gending Panyuwud

1. The story is closed and summarized by the servants.
2. The audience leaves while the puppets are put
back into the chest.

1. no music
2. gending Swandewr'
&sesendon
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MUSICAL EXAMPLES

First relation: music and the standard scenes in Tejakula
I will now illustrate how the moods, arising from the main theme of the scene, are
conveyed musically to the audience. This will be done by analysing expressive
features found in the musical technique of two compositions from the wayang parwa
repertoire of Tejakula: gending bate! and gending Lor-loran.
The transcriptions of these compositions resemble piano scores and should be
read as follows. Each gender has ten keys and is tuned according to the saih gender
wayang (saih = scale), an anhemitonic, 'equidistant' five-tone scale similar to
Javanese slendro convention. The five keys of the lower octave, called gede (big), are
usually struck with the mallet in the left hand; the five keys of the higher octave,
called cenik (small), are usually struck with the mallet in the right hand. The notes
produced are called DONG, DENG, DUNG, DANG, DING, starting from the lowest
note of the lower octave, and dong, deng, dung, dang, ding for the higher octave;
ding being the first note of the scale. The corresponding pitches are transcribed as the
most approximate pitches in Western tuning: F, A flat, B flat, C and E flat. 33

lower octave = gede

higher octave = cenik

Musical Example 1: Scale of the gender wayang

32

31

Swandewi = name of a Sanskrit metre.

I took the hming from my own gender wayang quartet in Amsterdam, made by I Nyoman Sudarna
in Denpasar. This tuning is the same as the tuning of the gender owned by the Yayasan Tejakukus in
Tejakula.
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For a good understanding of the following analysis one final aspect has to be
mentioned. In Bali musical instruments arc tuned in pairs, with corresponding pitches
tuned slightly apart. The result is a pulsing tone, beating at a rate of somewhere
between 5 and 8 times per second (Tenzer 1991:3). Gender compositions often
consist of two complementary parts for each instrument of the pair: polos (played by
the lower-tuned gender) and sangsih (played by the higher-tuned gender). Polos are
be notated with stems downward and sangsih with stems upward. In other cases the
music is played in unison and only one part is notated.
Gending batel. The first musical example, gending bate! gede, is played during war
scenes, with lots of action on the screen. Made Sujana considered this composition
to be the most keras of the whole wayang parwa repertoire.

Ol.vllilo.

Musical Example 2: Gending bate! gede, Tejakula

This composition is based on a short ostinato (A) that can be repeated as long as
desired. The music can be stopped suddenly at the end of each repetition with a stop
(B), called angsel. The ostinato can start on three different pitches in the lowest
octave. This octave is called gede (big, see Musical Example 1), which is a direct
association with mata deling/mata gede (big eyes), one of the main iconic features
of a coarse and animal-like wayang puppet. Consequently, all intervals/melodies
played in this octave are 'coloured' by this association. Because this ostinato starts
on DONG, the lowest note and therefore most gede of the gender (Musical Example
1), this version is called batel gede. When starting on a higher pitch, DENG or
DUNG, the compostion is perceived as less coarse.
The chords produced by polos and sangsih arc considered to be consonant, but
are associated with coarseness due to their position in the lower octave of the gender.
The ostinato is played very fast (MM ~I = up to 184) and with great force and
energy. The regular metre is accentuated on the first beat, and the result is a pulsing
beat, as if a gong is struck continuously on every lowest note.
Gending Lor··loran. As a contrast I will present the Pangawak of gending Lor-loran.
This composition was given to me as an example of a most refined (halus) and,
sweet (manis) melody. It accompanies a romantic intermezzo or the entry of a
beautiful woman of the satrya caste.
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Musical Example 3: Pangawak of gending Lor-loran, T<.<jakula

This composition consists of a series of m'~lodic sentences, which are long compared
to the short ostinato of the batel. The melody itself is played in parallel and
consonant chords, also referred to as halus in Balinese: i.e. the octave (see Musical
Example 3: *) and the slendro fifths (**). 34 Because of the position of the chords
in the higher octave of the gender the association with halus is further strengthened.
This high octave is called cenik
small, see Figure 6), which in turn is a direct
association with mata cenik (small eyes), one of the main iconic features of refined
(halus) wayang puppets. Consequently, all intervals/melodies played in this octave are
'coloured' by this association.
Moreover, the chords arc all played in unison. Due to the difference in intonation
between the two gender, the beating tone quality of the gender in this composition
is said to add to the refinement. The regular metre of this composition is slightly
disguised by the rubato way of playing and by the embellishments. The tempo is
rather slow (MM .1 ea. 60) and the music is played very softly, the mallets striking
the keys with a subtle and careful attack.
As a final aspect I would like to point out the downward movement of the
successive slendro fifths (starting from A) in Musical Example 3. The intervals and
their position already being halus, this movement also makes the music manis, sweet.
The musical features mentioned in the two examples above I would like to
consider as the expressive features used in a composition to strengthen the impact of
the theme on the audience. In the case of bate! gede and Lor-loran these features all
stem from the same category - keras and halus, respectively - and therefore reinforce
each other. In the case of gending bate! gede the movement of the music a fast,
short ostinato and abrupt stops - coincides with the sudden, brusque movements of

34

A slendro fifth is an interval that approximates a fiilh, and is produced on the gender by striking
two keys that are separated by two keys.
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the puppets when fighting. The emotions rise high, music and voices are loud and the
sound of the low intervals convey the feeling of the rough action on the screen. In
the case of gending Lor-loran the slow and gentle motion of the music coincides with
the refined movement of the female, and the subject of love. At the sight of such a
pretty lady and the sound of such sweet music, one is moved to tears.

Second relation: puppets and music in Tejakula
In the following analysis I will explain how in Tejakula the personal characteristics
of the wayang puppets are reflected in the emotive features of the accompanying
music.
Gending Sikandi. A fine example of a refined character is Dharma(wangsa), alias
Yudistira, the eldest of the Pandawa brothers. He is the most refined, his eyes are
small, his teeth are regular, his dress is elegant and the colour of his body is white
(in South Bali his body is pink), symbolic of refinement, self-control and a state of
detachment. His voice is high and sweet and his movements are calm and collected.
He does not actively participate in the war, but acts as spectator and advisor (Hobart
1987:107).
The composition accompanying his emergence onto the screen is the Pangawak
from gending Sikandi. In the following example - from a wayang kulit performance
by dalang Suka35 - the gender players start with the fourth section of the Pangawak.

--·· ---·-----

---------------·-·----------···---------·---------------------.. --···

-~-------

--

-

~-----------

--~--------

--------~-----------------------·-·------·

Musical Example 4: Fourth section from the Pangawak of gending Sikandi

35

This wayang kulit play, entitled 'Pati Abimanyu' (The death of Abimanyu), was performed by
dalang Suka on 6 January 1993 at the Balai Banjar Tengah in Tejakula.
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To convey refinement, the emotive features as described in Lor-loran can also be
discerned in Sikandi. The Pangawak of gending Sikandi consists of a series of long
melodic sentences. The melody is a succession of rich embellished chords. The lefthand notes are played in the gede octave (associated with a coarse character with
mata gede big eyes); but the prominent right-hand melody is played in the high
octave, called cenik ( = small), which is a direct association with mata cenik (small
eyes), one of the main iconic features of refined wayang puppets. Moreover, the
chords are played in unison so that the beating tone quality adds to the refinement.
An important difference between gending Sikandi and gending Lor-loran is the
playing style. There is no noticeable metre in gending Sikandi, and, the music is
played extremely rubato. This playing style is called gebugan wayah (gebug = to
play, to strike; wayah = old) in Tejakula. This means the ('old') difficult way of
playing, in contrast with the gebugan nguda, the ('young') easy way of playing.
Characteristic of this style are the many embellishments, here transcribed as fast often punctuated- appogiaturas for the main chords of the melody. These chords are
not struck at the same moment; the lower note is played shortly before. For reasons
of clarity, I did not include this performance style in the transcription. The musical
texture arising from this style of playing is a very complex and intricate one and is
considered to be of utter refinement, reflecting the feminine gestures of refined
puppets and imitating the falsetto and drawn-out voices of the refined characters. This
composition is 'background' music in its purest form, the music being played very
slowly and softly.
The other way of playing, the gebugan nguda, would result in the bare melody
stripped of the complex embellishments, played in regular metre, more or less like
gending Lor-loran (see Musical Example 3). The music would then be less refined
and less suitable for accompanying a conversation. The clearly noticeable pulse
would distract the attention of the audience from the spoken words and would hinder
the dalang in his speaking of the words.
This composition is also applicable for the entry of other very halus characters.
As soon as the music starts, the scene is set for a refined male character emerging
onto the screen, with a soft and sweet voice, accompanied by the soft melody of the
gender; a character dressed in refined clothes, as refined as the playing style of the
musicians. Long melodic sentences, no noticeable metre, but a rubato way of playing
to accompany the gentle movements of the wayang puppet and his refined way of
speaking.
Gending Caak Mrengang. This composition is used for the entry of Bima, the most
coarse character of the Pandawa brothers. He is impulsive, has a large and strong
body, with big, round, animal-like eyes, and the colour of his body is red-brown, a
mixture of colours with black and red as the most important components. Red is
associated with fire, which brings disturbance and strife, lack of self-control and
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coarseness; black is associated with witchcraft and night, and supernatural power
(Hobart 1987:1 07). His voice is low and his movements arc rough.

I

h

!Mi

fJ

.....

Musical Example 5: gending Caak Mrimgang

Several coarse expressive features can be discerned. The melodic sentences are based
on a variation of the short ostinato in gending bate! gede, using the two lowest notes
of the gender, DONG and DENG. In the right hand a rather irregular melody is
played, which at certain points (Musical Example 5: A) splits into fast interlocking
patterns between the polos and sangsih parts. There is a clearly noticeable pulse but
1
the metre is not regular, and the music is played loud and rather fast (MM ~~~>I ea.
132). The relatively high speed and loud dynamics of this composition illustrate
Bima's character as a warrior; his low voice is echoed in the low notes of the gender;
the irregular but strong n1etre reflects his keras movements.

Gending Rundah Mrawa. The outward appearance of the puppets ·· refined, coarse or
average - reflects their actual character only to a certain extent. In the end the ethics
of each puppet is something that develops during the performance and evolves in the
actions and words of a puppet. So it may well be that a puppet has a mixed character
combining the two extreme basic aspects: refined and coarse. An example is
Gatotkaca. From his father, Bima, he has inherited great physical power, which
makes him keras. But from his mother Dewi Dimbi, he has got the inner nature of a
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god, which makes him halus: a very refined character, who constantly falls in love.
For purely coarse characters it is impossible to be sad. But Gatotkaca, due to the
duality in his character, can be sad. On these occasions he is accompanied by
gending Rundah Mrawa.

B

=

::0.

IJ

-Musical Example 6: Gending Rundah Mrawa

The first part of this composition (A) is obviously keras. The music is played
extremely loud, in rubato style, with heavy accents on the main notes, which sound
in unison in the lower octave. In the first sentence the intervals used are the slendro
fifth and the octave on DONG, the lowest note of the gender. A short transition (B)
follows, leading to the halus part (C) in the higher octave. The rhythmic and melodic
movement of this part can be compared with Lor-loran (Musical Example 3). Only
octaves, the most halus chords, are used. Now follows another transition (D) to the
lower octave and the music becomes keras once again (A.a).
The duality of Gatotkaca's character is reflected in the two contrasting parts of
gending Rundah Mrawa. The keras part reflects his outer appearance and physical
strength, while the halus part reflects his refined feelings, such as being sad or in
love.
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How is the music woven into the performance?
The final point to be considered is the use of these compositions in the wayang kulit
performance: how are the gending woven into the performance?
This will be illustrated by an excerpt from a wayang kulit performance by dalang
Suka from Tejakula, entitled Pati Abimanyu (The death of Abimanyu). 36 The
scenario of this excerpt is given by means of the transcription of the accompanying
music, with numbers in the score indicating the timing of the successive actions of
the dalang and the puppets. These actions are described below the transcription.
Scene from a wayang play: a meeting. The excerpt is the beginning of the first
meeting between Dharma and Bima. They discuss the threatening war with their
antagonists the Korawa. Before this conversation actually takes place, Dharma and
Bima are introduced by Mredah, one of the servants of the Pandawa. He announces
the arrival of Dharma. During this monologue the music is silent, so that his words
can be understood clearly. When he is finished, the music starts at the emergence of
Dharma (1); see Musical Example 7.
1. Because the arrival of Dharma has been announced, the gender players know
which composition to play. Immediately upon Mredah's departure they start to play
Sikandi, the accompanying melody for the emergence and conversation of halus
characters. The players choose to start with the fourth section of the Pangawak.
2 and 3. The screen is empty for a moment and the dalang fills in the silence with
two lines of sesendon. 37
4. Dharma appears, and then Mredah. A dialogue follows; Mredah asks Dharma
what he is planning to do about the forthcoming war. The music continues softly in
the background.
5. Dharma and Mredah exit, the screen is empty.
6. The dalang prepares the puppet Bima for his entry and sings a line of sesendon.
7. Now Bima appears on the screen with a loud exclamation. Immediately the gender
players switch to another composition: Caak Mrengang. This is the accompanying
music for Bima (see Musical Example 1).
8. When Bima starts speaking the music continues very softly.
9. After his departure, the screen is empty again for a moment, and the dalang sings
another line of sesendon.
10. Bima appears quickly on the screen, the music continues.
11. At the next entry of Mredah the music stops, and Mredah translates the actions
of the hero for the audience.

36
37

From the same performance as described in footnote 35.

I do not have the transcriptions of the text of these fragments of sesendon sung in this
performance. This gap will be filled in during my next fieldwork period in Tejakula.
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Musical Example 7: Scenario of the first meeting: action related to musical event

This excerpt illustrates the second relation: the use of compositions that have a direct
relation with the acting wayang puppet. The entrances of Dharma and Bima are
accompanied by the Pangawak, the non-metrical first part of the gending Papeson,
in which their own specific character is musically illustrated. During the monologues
and dialogues that follow, the music softly continues. The music stops only during
Merdah's translation of the Old Javanese, spoken by both characters, so that his
words are clearly audible to the audience.
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TUNINGS, TONE SYSTEMS AND PSYCHOACOUSTICS
OF SUNDANESE, JAVANESE AND BALINESE MUSIC

Amrit Gomperts

Abstract
In this article tone measurements of Sundanese zithers, published in the 1980s, are analysed anew by
means of robust statistics. These modern statistical techniques, for which computational method~ have
only become available in the last decade or so, have the advantage that the results are not much
influenced by outliers in the measurements. Next, Central Javanese court game/an tunings are
discussed, based on new measurements. In most musical cultures, octaves are tuned slightly larger
than would be the case if the instrument was tuned in the octave frequency-ratio of 2:1 (the 'physical'
or 'mathematical' octave). It is shown that several game/an exhibit 'octave stretching patterns', that
is, the stretching is not uniform throughout the frequency range. These octave stretching patterns were
consciously applied by tuners, and the theory is documented in Javanese literature. In the last section,
tunings of Balinese gender wayang ensembles are discussed. Special attention is given to a typical
Balinese sound quality: the beats between instruments, caused by intentionally tuning them slightly
differently.

Introduction
George B. Shaw immortalized Alexander J. Ellis as the character of Professor
Higgins in Pygmalion. The description of Professor Higgins' study and his character
ret1ects a scholarly attitude in the age of Darwinism and Victorian science. Although
some of the scientific notions of this period turned out to be very biased, the
empirical tradition in psychoacoustics is its sole lasting legacy. Ellis translated
Helmholtz's (1885) treatise on psychoacoustics into English and was one of the first
to realize that other musical cultures could provide some insights into how the human
ear interacts through music with musical instruments. Psychoacoustics has gone
through some spectacular developments since the fifties. Most of these developments
have not yet reached ethnomusicology and, conversely, psychoacoustics has paid little
attention to non··Western musical cultures 1 • Instead, controversial tuning system

1

With the exception of the excellent research projects in Paris at !RCAM (personal communication
Nina Falcs, January 1993) and at CNRS (personal communication, Genevieve Dournon and Suzanne
Fiirniss, October 1991 ).
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models in the tradition of Vergleichende Musikwissenschaft continue to be introduced.
The human ear's response to musical tuning systems is, however, definitely much
more complex than a simple explanation intervals in cents. If he were alive, Ellis
would have rejected Von Hombostel's and Kunst's (Kunst 1973:24-44) theory of
blown fifths from the scientific point of view of vibrational acoustics of musical
instruments 2 and psychoacoustics. Once again, the latest attempts in the tradition of
Vergleichende Musikwissenschaft by Schneider and Beurmann (1989:156-158,
1993:200) should be seriously questioned in terms of their research methodology.
My approach to tuning systems in Java and Bali is based on the empirical
tradition of vibrational acoustics and psychoacoustics. Hood's (1966) article on
Javanese and Balinese tunings was the starting point of a new approach to the
analysis of tunings. However, Hood's (1966) article is based on only a small number
of game/an. The present analysis is based on a much larger sampling. Furthermore,
Roederer's (1979) work on psychoacoustics, with examples from Western concert
music, will be applied to the tuning systems of Java and Bali.
One of the objectives of psychoacoustics is the reproducibility of experiments,
measurements and their conclusions. Although individual preferences of test objects
lead to some variation, the main trends should still be reproducible and the best way
to achieve that is by a large sampling.
Another important aspect is the statistical methodology used to analyse the data.
In statistics, musical intervals expressed in cents are called dependent variables. This
will be explained with an example of a three-pitched tuning system:
pitch
pitch
pitch
1
2
3
intervall-2
I<------> I
interval 2--3
I <---------> I
interval 1-3
I <--------------> I

2

The basic acoustical properties of pipes made of different materials are identical. However, some
materials allow a more accurate musical intonation or tuning practice than others: organ pipes are much
better suited for accurate tuning practice than bamboo tlutes. The scholars of Vergleichende
Musikwissenschaft jumped to the conclusion that the first overtone of a bamboo pipe is the 'blown fifth'
of 678 cents instead of a pure fifth of 702 cents (Kunst 1973:24-26), because the material properties of
bamboo do not allow such acoustical accuracy and the accuracy of their measurement techniques is in the
order of 20-50 cents.
That Ellis would have rejected the theory of blown fifths is apparent from the following. J.P.N. Land
describes in his preface to Groneman (1890: 11-12) a personal communication with Ellis discouraging him
from measuring tones of Javanese suling (bamboo) flutes, because the thickness of the bamboo, the air
temperature, the air humidity, the blowing pressure etc. account for large deviations in the measurements.
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Interval 1-3 is determined by pitches 1 and 3 and these pitches also affect intervals
1-2, 2-3 and therefore pitch 2. Hence intervals 1-2 and 2-3 are not statistically
independent: the consecutive cent-intervals arc mutually dependent variables. If this
three-pitched tuning system is considered over several octaves, the dependence of all
interval relations becomes much more complex, because the octave interval is by no
means perfect (i.e. 1200 cents) in any human musical culture.
This all has important implications for the methodology used to analyse the data.
Because the consecutive intervals depend on each other, statistical techniques like
significance tests (for instance, the analysis of variance test) cannot be used. I shall
use 'robust' statistical techniques (Sheather and Staudte 1990:168). These techniques,
for which computational programs have only become available in the last decade or
so, have the advantage that the results are not much influenced by outliers in the
measurements. I shall present the results of my analyses by graphs, rather than by
numbers.
Sundanese kacapi tunings
The Sundanese kacapi is a string instrument. Like all other string instruments it has
an even harmonic spectrum with a fundamental tone and overtones (1,2,3, ... ). There
are no strong high partials in the sound, as for examplt< in the sounds of sitar or vina
instruments from India. The sound spectrum of the kacapi string instrument
resembles that of a piano or a guitar. The sounds of kacapi instruments do not lead
to 'ambiguous pitch perceptions' as described by Schneider and Beurmann
(1993:205-210) for gamelan instruments. The pitch perception of the kacapi sound
corresponds to the frequency of the fundamental or near to it. Van Zanten concludes
for Sundanese kacapi tunings that although the octaves are systematically larger than
1200 cents, there are no octave stretching patterns, such as found in the tunings of
Central Javanese court gamelan by Hood (1966); and that some pelog intervals arc
identical to Western musical intervals (Van Zanten 1986:96-97,102-105). In this
section I shall present a second analysis of kacapi tunings on octave stretching and
tuning systems based on the data of salendro (Javanese s!endro) and non-satendro
tunings as given by Van Zanten (1986).
Octave stretching as determined by experiments is a psychoacoustical
phenomenon arising from an average preference of Western individuals to make
musical octaves larger than pure mathematical octaves of 1200 cents (Sundberg and
Lindqvist 1973:922-925). Octave stretching occurs in the practice of Western concert
music, but is dependent on vibrational characteristics of the musical instrument.
Intonations of flute, oboe and violin playing are stretched (Sundberg and Lindqvist
1973:926 Fig.7). Vocalists stretch their octaves and intervals more in solo singing
than during performance accompanied by musical instruments (Sundberg
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1982:57-66). Organ tunings are not stretched, but octave stretching in pianos and
harpsichords varies from instrument to instrument and from tuner to tuner, depending
on the quality of the instrument (Rossing 1982:266, Fletcher and Rossing 1991 :337).
We define the octave deviation in cents as the musical octave between two
kacapi strings minus 1200 cents. Using the original data of Van Zanten
(1986: 111-112) all octave deviations are plotted against the frequency (in Hertz) of
the lower pitch frequency in Figure 1. The robust average (curve fit) and robust
standard deviation as a function of the lower frequency arc plotted in this figure as
wclC. The graph shows that for a lower pitch frequency between 50 to 350 Hz the
average octave deviation following the curve fit is larger than 1200 cents. This
behaviour is in agreement with Western piano and harpsichord tuning practice and
psychoacoustical experiments (Fletcher and Rossing 1991:335, Sundberg and
Lindqvist 1973:923; see also Figure 13 below). For Sundanese kacapi tunings the
average octave stretching decreases for increasing lower pitch within a frequency
range of 50 to 375 Hz. For lower pitch frequencies larger than 400 Hz,
psychoacoustical experiments and piano tunings show that the octave stretching
increases again, but this could not be verified due to the limited frequency range of
the kacapi instrument. 4
As observed in Western concert music, octave stretching induces interval
stretching following two average tendencies: the larger the cent-interval the more it
is stretched; and, the same interval will be stretched more for some higher pitched
intervals (Sundberg and Lindqvist 1973:927 Figs.S-9). These effects also appear in
Sundanese kacapi tunings. In fact, octave and interval stretching contaminate the data
from which an unstretched and pure model should be derived. The interval models of
interest are those of salendro and non-salendro kacapi tunings.

' The curve fit was made with a transformation of Van Zanten's (1986:111-112) data. Let d be the
octave deviation in cents and f the lower pitch frequency in Hertz. The variable d(j) shows
heteroscedasticity (Harnett 1982:565-566). Then, by transforming into y = d·["'log(j)]'· 1 the heteroscedasticity disappears. A linear regression of y(j) with the robust minimalization of the absolute deviation
(Press ei al. 1986:543-544) shows that the slope parameter (-9.923·HY 6) is non .. existeni with respect to the
intercept parameter (140.8). Hence, the intercept parameter is taken as the estimation of the parameter of
location y(j) = 140.8. The standard deviation of y was estimated with the mellian of absolute deviation
(MAD): s(j) = 1.4826·MAD = 230.7 (Staudte and Sheather 1990:117-118,123,132). The variable y(j)
appears to have a normal distribution with 9 outliers out of a sample size of n = 709. Transforming y(j)
and s(j) back to d(j) leads to the curve fit and the standard deviation in Fi1,rurc 1.
4
From discussions with Van Zanten (personal communication 1993-94) on the measurement
technique and a comparison with the octave stretching results of Sundberg and Lindqvist (1973:923), I
conclude that the decreasing standard deviation in Figure 1 arises mainly from the accuracy of the
measurements rather than Van Zanten's (1989:124) conclusion that 'the accuracy of hearing increases
slightly in the higher register' (see also Figure 13 below).
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Figure 1: Octave deviations of Sundanese kacapi tunings (n = 709) plotted against the lower pitch
frequency

One of the techniques used by Van Zanten (1986:95-96) is analysis of variance. This
shows that for salendro tunings of the kacapi, and for gamelan slendro tunings as
measured by Surjodiningrat et al. (1972), 'either the intervals of the slendro tuning
model are not exactly of equal size, or [... ] these 28 gamelan cannot be considered
as a random sample from a population of gamelan tuned to the equidistant slendro
model'. However, as Van Zanten (1986:93) himself indicates, the intervals constitute
distributions of dependent variables, and therefore significance tests are not
appropriate (see also Staudte and Sheather 1990:168). Another problem is that the
interval stretching contaminates the dispersion. The best alternative for testing
statistics is the 'fairly' robust method of visual interpretation of histograms, which
does not provide numerical conclusions, but only general tendencies.
The tunings of kacapi are all pentatonic with the following tones in descending
order:
kacapi scale: ha--· ke ---- pa --,--- be--- ga ----- ha'
Using Van Zanten's (1986:111-112) original data and by taking the cent-intervals of
all five one-step intervals ba-ke, ke-pa, ... , ga-ba', the five two-step intervals ba-pa, ... ,
ga-ke', the five three-step intervals, the five four-step intervals and the five five-step
intervals a pentatonic interval matrix will be set up. All these 25 values of cent-
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intervals of all eight different salendro tunings and their mid-range frequencies 5 have
been put into one histogram, plotted in Figure 2. The same has been done for all 48
non-salendro tunings in Figure 3. These non-satendro tunings comprise the pelog,
sorog, mataraman, mandalungan and sorog singgul tunings. Firstly, what emerges
from these two figures is that within one octave the pentatonic interval matrix
histogram of the salendro tunings has five clear peaks and that of the non-salendro
tunings has twelve clear peaks. Secondly, the octave intervals are stretched, but the
suboctave intervals are stretched as well. Thirdly, there is a dispersion in the octave
peaks, but the same dispersion is observed in suboctave peaks as well. This last
effect arises mainly from the dispersion in the octave stretching. The conclusion here
is that for kacapi tunings salendro has the model of an equipentatonic system and all
non-salendro tunings are five-tone scales based on a equal-spaced twelve-tuning
system (or equidodecatonic system). 6
The conclusions drawn here are large sample tendencies which are independent
of individual preferences in tuning practice. Individual preferences may be important,
but a clear, unambiguous notion of scales and tuning systems - as provided by these
average tendencies - is one of the essential objectives of ethnomusicology.
The model of salendro is just as Ellis (1885:511) concluded: an equipentatonic
system. Larger and smaller satendro intervals simply emerge as ·large dispersion or
statistical fluctuations in the salendro interval. For non-satendro intervals, Van
Zanten (1986:96-97) concludes that the Western musical fifth (frequency ratio: 3:2)
and fourth (ratio 4:3) occur frequently. From Figure 3 it is clear that all other
Western musical intervals occur as well. Furthermore, for non-salendro kacapi
tunings there is no alternative model that fits so well with the peaks of the pentatonic
matrix histogram as the model of an equal-spaced twelve-tuning system. This
tendency in non-salendro kacapi tunings arises either from Western musical
acculturation or from the process of musical evolution, in which the tunings of string
instruments tend to converge to the equal-spaced twelve-tone system.

5

The mid-range frequencies have been taken, because in these ranges the octave and interval
stretching is minimal (Van Zanten 1986:111-112).
6
This confirms the conclusion of Van Zanten 19S6:102-105. See also Van Zanten (1989:146), who
remarks that to his informants salendro 'is definitely equidistant in a cognitive sense': Sundanese
musicians may shift the melody by one salendro interval and they will play 'the same melody', although
for Western ears this means a change of melody, because they do not experience the intervals to be the
same as before.
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Timings of Central .Javanese court gamelan
The sound spectra of gamelan instruments are important clues for pitch perception.
The bronze casting and forging techniques used by game/an manufacturers are based
on an ingenious knowledge of acoustico-metallurgical properties of bronze (Gomperts
1994:11··13, Gomperts and Carey 1994:24-25,28). The bronze saron bars vibrate like
the bars of a xylophone and are rectangular bars with free ends, elastically supported
at the nodes of the fundamental mode of vibration (Kinsler et al. 1982:75-76f. This
has been experimentally verified by various researchers (Surjodiningrat et al.
1972:26, Savage et al. 1979:S18, Rossing and Shepherd 1982:75-77t. Experimental
research shows that the sound spectrum of saron instruments has inharmonic
overtones: 2.7-2.8, 5.0-5.4, 7.7-8.8, .... This is in agreement with the experimental
deviations of other bar type (or xylophone) instruments from the theoretical model of
a rectangular bar9 (Rossing 1982:237, Fletcher and Rossing 1991:533-542). It is
unclear how Schneider and Beurmann (1989:159 Fig.l) could have arrived at a saron
sound spectrum which is so fundamentally different from the rectangular bar
spectrum as experimentally verified by others, including myself. Figure 4 shows my
spectrum of a saron bar 10 with fundamental frequency f = 625 Hz and overtones
2.7·[, 5.1fand 8.2"f. Gambang koyu xylophone instruments have wooden bars and a
similar spectrum, but a short vibration period in the order of one second. The spectra
of gender have rectangular bar spectra as well. The fundamental frequency of the
resonator corresponds with the fundamental frequency of the bronze bar. The odd
harmonic response (1,3,5, ... ) of the resonator slightly attenuates the first and second
overtones of the bar (Fletchcr and Rossing 1991:542-544).

7

The nodes and antinodes of the fundamental vibration of a saron bar can be observed easily with
a doctor's stethoscope.
8
The pitch glide effect as observed by Savage (et al. 1979:S18) is neglegible in the sounds of saron
instruments of quality game/an. This effect does not arise from a coupling between the transversal and the
torsional modes, but is the result of nonhomogeneous elasticity conditions of the bronze bar due to the
sudden quenching of the bronze during the manufacturing process.
9
This research was carried out at the Institute of Phonetics and the Faculty of Physics of the
University of Amsterdam in the 1980s. With a fundamental frequency of J the ove11ones of a transversally
vibrating uniform rectangular bar elastically supported at the nodal positions of the fundamental vibration
is 2.757-J, 5.404·[, 8.933f, 13.344f, .... These numbers are derived by numerically solving the equation
cos(x)·cosh(x) = 1 (Timoshenko et al. 1974:424). The ratios of the solutions x 2 determine the ratios of the
fundamental and overtone frequencies (Kinsler et al. 1982:76).
10
Sound Spectrum of a saron harung of Kyai KadukManis-ManisRengga of Kraton Surakarta
Adiningrat, which was manufactured in 1879. The sound recordings were made with an AKG C451CB
condenser microphone with cardioid microphone head AKG CKl, UHER 4200 Report Monitor tape
recorder on Agfa PEM 268 tape and analysed with a Hewlett-Packard 5420 Digital Signal Analyzer (gate
time: 0.042 s, delay time: 0.2 ms, resolution: 10 Hz & 4 dB, window: transient). Recorded in the Bangsal
Andrawina of the palace of Kraton Surakarta Adiningrat iu 1981, which burnt down on 31 January 1985.
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The saron, gender and to a lesser extent - gambang kayu instruments are used to
establish the tuning of a gamelan and maintain it afterwards. These instruments
constitute the tuning compass of the gamelan. All other instruments arc tuned to
these instruments.
Bonang (gong-chime) spectra are irregular spectra. Most bonang sounds have
clearly discernible fundamentals, but sometimes the fundamental is weak. However,
in all gamelan - except for the archaic gamelan monggang, kodhok ngorek, carabalen
- bonang instruments arc not used as the tuning compass.

x. 625.00

y, -39. 739
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Figure 4: Sound spectrum of a saron barung metallophone

Schneider and Beurmann (1993:205-210) describe how Western students in
musicology failed to adjust the variable tone generator properly to the fundamental
fi"equencies of gamelan instruments. They call this phenomenon 'pitch perception
ambiguity'. However, there are important shortcomings in Schneider and Beurrnann's
research (1993:197,201 ,205-207,210,211 ,215). Firstly, in the recognition of pitch
from sounds of unfamiliar musical instruments the learning factor plays an important
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role. Furthermore, it is important to use quality instruments in such experiments. The
saron sound spectrum as presented by Schneider and Beurmann (1989: 159 Fig.l) is
erroneous (compare with Figure 4 here), because it is not in agreement with the
vibrational acoustics of a rectangular bar. Modern pitch perception theories predict,
for the saron sound spectrum as depicted in Figure 4, that the pitch perception is on
or quite near to the fundamental (Goldstein et al. 1978:486-489, see also Rossing and
Shepherd 1982:77). Therefore, Schneider's and Beurmann's (1989:159) conclusion on
the 'pitch perception ambiguity' of the saron sound is erroneous as well.
Secondly, the pitches of bonang gong-·chime instruments are sometimes difficult
to catch. In such cases, Javanese musicians compare these sounds with the pitches of
saron or gender instruments. I verified this and it turned out that these 'derived'
bonang pitches corresponded with the measured fundamental. One of the aspects
which emerges from the experiments is that the pitch perceptions of bonang gongchimes or gambang gangsa xylophones with thin bronze bars occasionally match
with one octave below the fundamental frequency of the instruments, but all this can
be explained from imperfectly vibrating instruments with a weak fundamental
resulting in deviating irregular sound spectra and modern pitch perception theories
(Goldstein et al. 1978:486-489). Thirdly, a historical Western pitch perception
experiment of game/an instruments was done long before acoustics existed as a
science. A brief description follows here.
On his return to England in 1817, Sir Thomas Stamford Raffles took with him
a Javanese nobleman and musician dressed in traditional Yogyakarta costume. This
man was called Rad(m Ranadipura and has been identified as Tumenggung
Ranadipura from Mangkungaran in a nineteenth century Surakarta source. Raffles
organized musical events for the English elite with Ranadipura playing on the
instruments of Raffles' gamelan. These events were visited by composer William
Crotch and Raffles' former Resident in Java, John Crawfurd. Crotch 11 estimated the
pitches of the gambang gangsa, gambang kayu, bonang and a gong ageng with
Western tone equivalents which were published by Crawfurd (1820 vol.l plate 10
opposite to p.340). The instruments have been identified as those belonging to the
Raffles Gamelan in the Museum of Mankind in London. Jones measured the bonang,
the gambang kayu and the gender with a Stroboconn (1964: 16,109 scales
223,224,225, plate III no.9). In April 1984 I measured the instruments again with a

ll Crotch already had a keen musical ear in his infant years (Rennert 1975:13-24). He was a student
of the musicologist Dr Charles Burney with a grandson named R. Burney who se1ved as Ensign of the
native infantry and later as Lieutenant during the British Interregnum in Java (1811-1816). He acted as
temporary Resident of Ceribon, Assistant Resident of Surabaya under John Crawfurd and Collector of
Revenue of Semarang.
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Hale Sight-0-Tuner and made sound spectra. Both Jones's and my own
measurements show that Crotch estimated the pitches correctly. However, he
estimated the pitches of the gambang gangsa xylophone one octave below the actual
fundamental frequencies. When I examined the same instrument, it appeared that the
vibrations of the bars were heavily dampened by the suspension in the frame. Further
checks showed that this must also have been the case 170 years ago. The dampening
alters the frequencies of the vibrations and the sound spectrum in general. This would
explain why Crotch estimated the pitches one octave below the actual fundamentals.
Xa 50.1301i.l
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Figure 5: Sound spectrum of a gong ageng

Finally, the vibrational acoustics of vertically suspended gong instruments with very
low musical pitches (gong ageng, suwukan, kempul) consists of two important modes:
the fundamental mode and the first partial. The spectrum of a Javanese gong ageng
is depicted in Figure 5. This first partial has the following characteristics: 1. one
octave higher than the fundamental, 2. a prominent amplitude modulation or ombak
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(Giles 1974:159-165) and 3. the same or higher sound level than the fundamental 12 •
However, the pitch perception of this gong corresponds with the fundamental
(Rossing and Shepherd 1982:81 ).
Crotch's pitch perception of the gong ageng of the Raffles game/an was also
identical to the fundamental 13 • Schneider and Beurmann's (1993:209-210) results are
not in agreement with the sound spectra of these gong instruments and modern pitch
perception theories (Rossing and Shepherd 1982:81, Goldstein et al. 1978:486-489).
Unfortunately, others, like Vetter (1989:219 note 3), have taken Schneider and
Beurmann's erroneous views to be correct and have altogether rejected the reliability
of tone measurements made with monochords and strobo-tuners.
Kunst (1973 2:572-575) made a number of tone measurements of Central
Javanese court gamelan in the 1920s. The measurement instrument was a monochord
calibrated by the Dutch professor of physics Dr J. Clay at the Technische Hogeschool
in Bandung (nowadays: Institut Teknologi Bandung) in 1919 (personal
communication, Mrs C.J.A. Kunst-Van Wely, 3 April 1985). The Gajah Mada
University team of Yogyakarta refeated these tone measurements with frequency
counters and analog filters forty years later (Surjodiningrat et al. 1972:3-11,15-16).
By taking into account the respective accuracies of both measurement techniques, all
differences between Kunst (1973 2:572-575) and Surjodiningrat (et al. 1972:15-16)
are explained 14 • Thus, Kunst estimated the pitches of game/an instruments with his
ear and compared them to the sound of a vibrating string without any 'pitch
perception ambiguity' whatsoever (Goldstein et al. 1978:486-489).
From the above it will be clear that Schneider and Beurmann's experiments and
conclusions arc not in agreement with the acoustical features of the musical

12

Sound Spectrum of gong ageng Kyai PrajaDendha of game/an Kyai KadukManis-ManisRengga
of Kraton Surakarta Adiningrat, which was manufactured in 1879. The sound recordings were made with
the same equipment as mentioned in note 10 (analysis with gate time: 0.63 s, delay time: 1 s, resolution:
1.6 Hz & 4 dB, window: transient). The mode of the fundamental vibration of a large Javanese gong has
one nodal circle at the edge only. The first and most prominent overtone has one nodal circle at the edge
of the gong surface and one vertical nodal diameter over the gong surface. This can be verified with a
stroke on a quality gong ageng and a doctor's stethoscope. The ombak (amplitude modulation) forces a
small tangential undulation into the vertical nodal diameter of the first overtone mode.
13
Crotch estimated the pitch of this gong ageng as Gl or 51 :t 1 Hz (with an approximate standard
musical pitch A4 430 Hz). The measured frequency of the fundamental mode of vibration was 51.1 :!: 0.2
Hz.
14
Knnst shifted the original starting pitches of some of the slendro scales later in his life for
unknown reasons (1973, Vo1.2:572-575). The measurements of 'Udanriris' (Surjodiningrat et al. 1972:15)
are correct, but the name of this game/an is erroneous. It should be 'Udanasih' and it should refer to the
measurements of this game/an (Kunst 1973, Vol.2:574, no.6).
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instruments and the methodology of psychoacoustics. This probably explains their
deviating findings.
The instruments used by tuners of Central Javanese court game/an to establish a
model of a tuning or -very often - to copy another gamelan's tuning are saron and
gender instruments. These instruments tend to get of out tune after some years, but
there are clues in the tuning of the gamelan which enable a tuner to find deviating
pitches. Gambang kayu instruments are much more stable 15 , but have a very short
vibration period which does not allow getting the other instruments perfectly in tune
with the gambang kayu by elimination of beats.
The best numerical representation of the game/an's tuning derived from tone
measurements is the average of the fundamental frequencies of all gender and saron
instruments 16 with the same pitch. This array of vibration numbers or the mean
bronze bar pitches will be used for the analysis below 17 • The octave or register of
the mean bronze bar pitches corresponding to the range of the demung instruments
is the central or fourth octave. The tunings of Central Javanese court gamelan include
pentatonic and partially incomplete heptatonic scales:
slendro scale:
1---- 2 - - 3 - - 5 - - 6--- 1'
pelog scale:
1 - - 2 - - 3 - (4) --- 5--- 6--- 7--- 1'
Octave deviations are defined as above: the cent-interval between, for instance,
pitches 2 and 2' minus 1200 cents plotted against the lower pitch frequency (2). A
plot of all such points depicts the octave stretching pattern (OSP). The idea of
OSPs 18 was proposed by Hood (1966:33-35). By definition the octave deviations
occurring between the fourth and fifth octave pitches is called fourth octave

15

The gambang kayu instruments are more stable in pitch than saron and gender instruments over
a long period of time (Groneman 1890:28, note 4). This has been verified with measurements and will be
described in a future publication.
16
These saron and gender instruments are the slenthem, gender barung, gender panerus, slentho,
demung, saron barung and peking.
17
I made the tone measurements at the Central Javanese courts in 1981-92. The measurement
technique is described in the Appendix below. These tone measurements will be published in the future.
It should be noted here that the tone measurements of Surjodiningrat (et aL 1972:6-11) are more inaccurate
than stated, because a large number of measurements were done from tape recordings calibrated with a
tuning fork. This method introduces a frequency error in the order of 1%, or 17 cents. The other
measurements of Surjodiningrat (et al. 1972) which have been directly measured are accurate to 1 Hz.
However, there were no lists anymore indicating which game/an have been measured directly and which
have been recorded on tape (personal communication, Wasisto Smjodiningrat, 8 February 1991).
18
The abbreviated OSP (octave stretching pattern) will be used here to clearly distinguish it from
fundamentally differing psychoacoustical octave stretching, as in Sundanese kacapi tunings. The latter is
a psychoacoustical preference arising from iililer ear effects and is known in any musical culture. OSPs
arise from octave stretching added With extra tuning effects induced by the tuners of Central Javanese court
game/an only.
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stretching. In Figure 6, the OSPs are plotted of the pelog and slendro parts of
MardiSwara. The OSPs of the pelog and slendro parts of Kyai
TlagaMuncar-PengawcSari are plotted in Figure 7.
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Figure 6: Octave stretching pattern (OSP) of gamelan pelog-slendro Kyai MardiSwara, Mangkunegaran,
Surakarta, which was manufactured in 1870
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Figure 7: Octave stretching pattern (OSP) of gamelan pelog-slendro Kyai TlagaMuncar-PengaweSari,
Pakualaman, Yogyakarta, which was manufactured in ea. 1875
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Comparing the plots shows that for the gamelan the OSPs show similar octave
stretching trends. The first plot (Figure 6) shows an OSP with increasing fourth
octave stretching and decreasing fifth octave stretching. The second plot (Figure 7)
shows an OSP with varying but slowly increasing fourth and fifth octave
stretching.Most OSPs which show a clear trend can be classified in one of these two
basic OSPs. However, the number of OSPs which show a clear trend is limited to
about 40% of all Central Javanese court gamelan for a number of reasons: 1. many
gamelan have got out of tune. In Kraton Surakarta, for example, most game/an have
not had tuning maintenance since the 1930s (personal communication, Ki
Mloyowidodo/R.T. Widododipuro, 20 January 1991 ). OSPs can be observed best in
tunings of Central Javanese court gamelan manufactured between 1850 and 1890. 2.
Today's game/an tuners no longer tune with much octave stretching and in clear
OSPs. In fact the musicians could not understand why the tuners of the past induced
such OSPs, because the vocalists and rebab (spike fiddle) players have the greatest
difficulty staying in tune with prominent OSPs 19 • 3. Especially in Kraton
Yogyakarta, recent generations of tuners have ruined the tunings of several old
gamelan (for example Kyai PuspaRana); in the words of the musicians themselves:
laras Kyai PuspaRana rusak! 2° Furthermore, the tunings of old gamelan of the
Javanese nobility of Ceribon, Sunda, East Java and Madura were not tuned into
OSPs. However, all these gamelan show some irregular octave stretching.
OSPs in game/an tunings are not fully accounted for by a psychoacoustical
preference for octave stretching (such as, for example, in kacapi tunings), because the
amount of octave stretching in tunings of Central Javanese court game/an is much
larger than psychoacoustical octave stretching (see Sundberg and Lindqvist 1973:924
Table II). The Kraton Yogyakarta game/an manufacturer and tuner Djajadipoera
(1921: 106-1 07) has given an explanation in Javanese21 on how OSPs are tuned. The

19

This was the comment of the musician Ki Suhardhi of Yogyakarta on the OSPs of Kyai
TlagaMuncar--PengaweSari depicted here in Figure 7 (persona! communication, 15 August 1992).
K.R.M.T.H. Sundoro Widyoilipuro of Mangkunegaran also did not understand why the tuners of the pas!
induced OSPs (personal communication, 19 August 1992).
20
Personal communication, G.B.P.l-1. Yudhaningrat of Kraton Yogyakarta, 24 February 1990. The
late K.R.T. Puspoiliningrat of Kraton Yogyakarta commented in a similar way on the tunings of the
game/an sekaten of Kraton Yogyakarta (personal communication, 18 August 1981).
21
'laras jangga kaliyan harang dipuntebihaken. Boten sapragangsalleres. Larasipun jangga ingkang
dipunalitaken. Jangga kaliyan dhadha sapragangsal leres. Dhadha kaliyan gangsal radi tehih. Gangsal
kaliyan nem radi celak. Nem kaliyan harang radi celak, lajeng mantuk sakgemhyangan. Namung harang
a/it radi dipunalitaken sekedhik, dados gembyanganipun silir. Makaten sakpiturutipun.' (Djajailipoera
1921:106-107).
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passage refers to a slendro tuning and its translation22 is: 'the interval 1--2 is
enlarged. This interval is not a perfect fifth part of an octave23 (i.e. 240 cents)
anymore, [because] pitch 2 is raised. Interval 2-3 is a perfect fifth part of an octave
(i.e. 240 cents). Interval 3-5 is rather large. Interval 5-6 is rather small (i.e. pitch 5
is raised). Interval 1-6 (probably not 6-1 '?) is rather small. This closes the octave;
however, pitch 1' is raised a little. Therefore, the octave interval(s) is (are) deviating
[; for the higher registers modify the pitches and intervals] in the same way as the
foregoing.'
My interpretation of Djajadipoera's text is as follows. Take a (nearly)
equipentatonic system:
1
2
3
5
6
1'
(A)
Pitches 2, 5 and 1' are raised ( -~ ):
1
2~
3
s--l>
6
1'~
(B)
The crux of Djajadipocra's explanation is that the raised pitch 1' (1 '__,.) raises all
starting pitches of the next higher octave of the (nearly) equipentatonic system 24 :
1 '--..;.
2'~
3'~
5'~
6'_,
1 ,__,.
(C)
Finally, the same procedure (A) ~ (B) is repeated for (C):
5'_,.~
6'_,.
1'-'>
(D)
Now, compare (B) with (D) and note that all octave intervals arc stretched and that
the one-step suboctave intervals of (B) and (D) are stretched and compressed.
This is just one way to induce octave stretching simultaneously with stretching
and compressing the one-step slendro intervals of tunings of Central Javanese court
gamelan into distinctive OSPs. There are many other ways to induce OSPs and they
all result in suboctave interval stretching and compressing. This last effect is best
shown by the OSPs of pelog tunings. In Figure 8 some intervals of the suboctave
interval stretching and compressing pattern are plotted: pelog intervals 3-4, 5-7, 7-1'
and 4-6. Note that the stretching and compressing of intervals interferes with the
specific occurrence of certain intervals in music. For increasing frequency or higher
octaves, interval compressing emerges for avoided intervals in music of pelog modes:
intervals 3-4 and 7-1 '. Note also that the interval stretching or compressing varies
between 40 and 60 cents over a range of four octaves.

22

Van Hinloopen Labberton's translation of Djajadipoera (1921 :91-96) into Dutch is not entirely

correct.
23

Djajadipoera (1921:106-107) uses the Javanese sapragangsalleres or 'a perfect fifth part of an
octave' for an interval of 240 cents.
24
Tltis is the essence of OSPs which Kunst (1973 1:251) misinterpreted. This misinterpretation was
repeated by Surjodiningrat (et al. 1972:55).
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Figure 8: Pelog suhoctave interval stretching pattern of game/an Kyai KadukManis, Kraton Surakarta
Adiningrat, which was manufactured in 1879

The OSP influences all suboctave intervals. Sundberg and Lindqvist (1973:926 Fig.6)
were able to correct the observed pitches of the intonation in Western concert music
with a mathematical procedure derived from octave stretching, because there is a
standard musical pitch A4 440 Hz. However, this is not possible for Javanese
tunings, because there is no standard musical pitch (Surjodiningrat et al. 1972:22-23).
Kunst always took the fourth register as the standard representation of intervals of the
tunings of Javanese gamelan. Several models of correction have been tried, but they
all come down to the conclusion that the fourth or central register of tunings of
Javanese gamelan has the least stretched intervals. This is probably what
Djajadipoera pointed out to Kunst when he took up Land's (in Groneman 1890:19)
idea of measuring tones with a monochord in 1919.
Histograms of pentatonic and heptatonic interval matrices as used for Sundanese
kacapi tunings failed for pelog tunings of Central Javanese court gamelan, because
the dispersion varies for different intervals. This effect is shown in a histogram of all
fourth-octave petog 1-7 intervals of 49 Central Javanese court game/an in Figure 9.
The average (estimated by the median) is identical with the average of all fourthoctave slendro intervals 1-6 of the histogram in Figure 9b.
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Although the size of intervals is identical in both tuning systems, the pelog intervals
have a much larger dispersion than the slendro intervals. The reason is that the music
interferes with the intervals of the scale and its underlying tuning system. In pelog
modes the musical interval 1-7 is never played, while in slendro modes the interval
1-6 is a regularly occurring interval. The histogram of all fourth-octave pelog 5-6
intervals is shown in Figure 9c. This interval is an often occurring interval in pelog
modes. Therefore its dispersion is small and the distribution is symmetrical. The
histogram of all fourth-octave slendro 3-5 intervals is shown in Figure 9d. This
interval is a regularly occurring interval in slendro modes. However, the histogram
is a little skewed to the right.
The effect which emerges from the histograms is called dependent variables in
statistics: petog intervals 1-·4 and 4-7 have normal dispersions, but petog interval 1-7
has a very large dispersion scattering the interval over a range between 880 and 1080
cents. This is a phenomenon quite different from Western concert music, in which
consonant and dissonant intervals arc based on interval sizes (Roedcrer
1979:146-153). In Javanese music the same sizes of intervals regularly occur in one
scale or tuning system, but are avoided in the other scale or tuning system. Javanese
musical intervals are statistically dependent variables which cannot be estimated
correctly. The mean and the standard deviation of intervals of tunings of Central
Javanese court gamelan are numerically and statistically meaningless to a high degree
of accuracy expressed in units of cents.
Finally, just like Sundanese kacapi tunings, smaller and larger slendro intervals
exist in individual perception, but they average out in the histogram to one dominant
peak around 240 cents in the fourth octave. For pelog tunings of Central Javanese
court game/an no chromatic tendencies exist. From the point of view of musical
acoustics the ideas of Central Javanese fifths (3:2) and fourths (4:3) do not exist as
in Sundanese kacapi tunings or Western concert music. In its modal practice the
music of East Java resembles that of Central Java, but the pelog intervals of the
tunings of East Javanese and Madurese regent gamelan differ up to 150 cents from
tunings of Central Javanese court gamelan.

Tunings of Balinese gender wayang ensembles
Balinese musical intonation is very different from any known intonation in the world,
including Java and Sunda. Pairs of instruments of Balinese ensembles are tuned to
produce an audible beat. Even flutes are tuned in pairs (personal communication,
Jeffry van der Elst, 3 September 1993) and this beating intonation can be heard easily
in the flute playing of gong kebyar and gambuh music. Psychoacoustical research on
beat phenomena is very limited. To explain the auditory perception of Balinese
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tunings, extensive additional psychoacoustical research is necessary. However, some
preliminary conclusions will be drawn here in addition to Hood (1966:31-32,38).
The Balinese gender wayang is a musical ensemble which accompanies the
wayang kulit (shadow play). The vibrational acoustics of the gender instruments of
Balinese gender wayang ensembles is identical to the Javanese gender as described
above (Rossing and Shepherd 1982:75-78). However, the fundamental frequency of
the Balinese bamboo resonator is a few Hertz higher than the fundamental frequency
of the bar. This is done to shorten the otherwise long vibration period (Vonck
1990:14). It also attenuates the first overtone of the bronze bar of the Balinese gender
more than the Javanese gender5•
South Balinese gender wayang ensembles consist of four gender: one pair of low
gender gede and one pair of high gender barangan. North Balinese ensembles consist
of one pair of low gender (gede) only. The two low and two high gender are tuned
in pangumbang and pangisep pairs 26 • The pangumbang has the lower pitch (e.g. 400
Hz) and the pangisep has the higher pitch (e.g. 406Hz). When played simultaneously
they produce a beat (i.e. 406- 400 = 6Hz) at the centre frequency (403 Hz). This
centre frequency is the pitch perception of the beating fused tone. If, for example, the
two bars are struck and dampened alternately there is no beat sensation and the two
pitches will be judged to differ. This psychoacoustical phenomenon is called the
Frequency Difference Limen (FDL) or Just Noticeable Difference (JND) (Roederer
1979:23-24). These beats are called first-order beats. They occur when the neural
system cannot separate the resonanccs of the two frequencies on the cochlear
membrane of the ear. A first·order beat can be perceived when the difference
between the two frequencies, the beat frequency, is lower than 15 Hz27 (Roederer
1979:28). All Balinese ensembles produce overall beats well below 15 Hz (Tenzer
1991 :33). When the frequency difference between the two pitches (the beat
frequency) exceeds 15 Hz the pitch perception will be that of a fused tone equal to
the centre frequency, but no clear beat will be perceived. Instead the listener will hear

25
Let f be the fundamental frequency of the bar and f+E the fundamental frequency of the bamboo
resonator of the Balincse gender with £ in the order of a few Hertz. Then, the first overtone of the bar has
frequency 2.7f, but the first overtone of the resonator has frequency 3f+3·£. Therefore, the frequency
difference between the resonance peaks of the first overtones of the bar and the resonator is 0.3f+3·£
(Fletcher and Rossing 1991 :553-544,552-553).
26
Pangumhang (literally: humming) and pangisep (literally: sucking) metaphorically refers to
humming bees and honey as the object of sucking from flowers, as mentioned in Old Javanese texts (see
under isep and kumhang in Zoetmulder 1982 1:702,921; Vonck 1990:17).
27
This boundary of 15 1-Iz between the beat and the 'rough' sensation (Roederer 1979:33) needs
further attention in psychoacoustical research. A set of beat/'rough' transition probabilities versus the
frequency difference and centre frequencies for several sound complexes would be most welcome for
further research of first-order beat phenomena in Balinese music.
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a fused tone with a 'rough' sensation. When the frequency difference becomes much
larger and exceeds the Limit of Frequency Discrimination (LFD) or Critical Ratio
(CR), the two pitches will be perceived as separate ones (Roederer 1979:25-33).
The analyses below use the tone measurements of 14 gender wayang ensembles,
which are listed in the Appendix. The Appendix lists the tone measurements of ten
ensembles from the South Balinese tradition and four ensembles from the North
Balinese tradition. Both the sampling and the accuracy of the measurements vary.
Some of the ensembles are out of tune and others were measured from cassette
recordings, which is not a very accurate measurement method.
Nevertheless, these tone measurements are considered representative for the
purpose of the analyses below, and the outliers have been discarded by estimation
methods of robust statistics.
The word 'old' in the Appendix refers to collections 50-100 years old. Balinese
gender wayang tunings tend to get out of tune sooner rather than later. For example,
ensemble 7 in the Appendix got out of tune within six years 28 . Therefore, 'old'
musical tuning practice in Bali cannot be deduced from tone measurements due to the
acoustico-metallurgical properties of bronze29 and the beating pitch perception.
According to the musicians, there are differences in the overall beat frequency
between the various styles of gender wayang ensembles (personal communication,
Henrice Vonck and Sinta Wullur, 1993-94). For each of the 14 Balinese gender
wayang ensembles, the Appendix gives the median beat frequency, that is, the
median of the beat-frequencies of each note for the two pairs of instruments within
each ensemble. These data show that, firstly, the tunings which are out of tune, the
'old' tunings, and the tunings measured with a less accurate method do not have a
large effect on the (robust) median beat frequency. Secondly, the six gender wayang
tunings in the tradition of I Wayan Konolan of Denpasar and his son I Nyoman
Sudarna (Tenzer 1991 :86) in the Appendix have median beat frequencies of 4.1-6.3
Hz. The other eight ensembles in the Appendix have median beat frequencies of 4.77.2 Hz. Thirdly, in tunings of Balinese gender wayang ensembles no patterns in beat
frequency could be distinguished. All this shows that, for the 14 ensembles in the
Appendix, differences in the median beat frequencies are statistically insignificant. Of
course, they might be statistically significant if the data analysis concern 100 gender
wayang ensembles with tunings which are in tune and measured accurately.

28

Rossing and Shepherd (1982:77) measured the Balinese Northern Illinois University gamelan in
1978 and 1982 and conclude that the pitch change of the bronze bar instruments is an 'imperceptible
amount' of less than 6 cents. My own experience shows that no tuning of any gamelan ever stabilizes.
29
This aspect will be further described in a future publication.
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Figure 10: Pangumbang-pangisep beat frequencies (UIBF) of 14 Balinese gender wayang ensembles (n =
229) compared with the limit of frequency discrimination (LFD) or critical ratio (CR), and the frequency
difference limen (FDL) or just noticeable difference (JND)

Large-sample statistics of beat frequencies of Balinese gender wayang ensembles
may provide further insights. In Figure 10 all pangumbang-pangisep beat frequencies
(UIBF) of 14 Balinese gender wayang ensembles are plotted against the centre
frequency (i.e. the average of the two differing frequencies). The LFD or CR and
FDL or JND are plotted in the same figure 30 • There are some outliers in the beat
frequencies larger than 15 Hz. These pitches are still perceived as fused tones,
because they are much lower than the limit of frequency discrimination (LFD) or
critical ratio (CR), which is the boundary where the two pangumbang-pangisep tones
will be judged to differ in pitch when they are simultaneously struck.
Figure 10 also shows that the frequencies of the pangumbang-pangisep beats are
well above the FDL or J!'~D. Therefore, \vhen the bars are successively struck and
dampened, they will be judged to differ in pitch.

30

In Figure 10 the values of the limit of frequency (Jiscrimination (LFD) or critical ratio (CR) have
been borrowed from Plomp (1964: 1634 Fig.l 0) and the values of the frequency difference limen (FDL) or
just noticeable difference (JND) have been borrowed from Moore (1974:359).
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Furthermore, robust regression techniques show that there is no correlation between
the centre frequency and the frequency of the beats 31 • Instead, the beat frequency
randomly scatters around a constant value. The average beat frequency as estimated
with the median for these gender wayang ensembles is 5.4 Hz (n = 229), which is a
beat frequency which can be followed easily by the car (Helmholtz 1885:168).
Finally, the beat sensation is on the fundamental vibration of the bronze bar of the
gender and the beat of the first overtone is suppressed 32 . All higher overtones of the
bars are attenuated by the resonator and produce beats which are too fast to produce
a beat sensation.
The beat frequencies of Balinese gong kebyar are a few Hertz higher than those
of gender wayang ensembles (personal communication, Sinta Wullur, AugustSeptember 1993). The highest pitches of gender wayang ensembles are 1200-1300
Hz. The highest pitches of gong kebyar ensembles arc 2000-3000 Hz. Therefore, my
preliminary conclusion is that the overall beat frequency of a Balinese musical
ensemble is tuned a little higher than the FDL or JND of the highest pairs of
pangumbang-pangisep pitches in the musical ensemble.
The Balinese musician Tjokorda Mas stated that the octaves in large Balinese
ensembles are stretched by using beats (quoted by Hood 1966:32). I wish to make the
following comments. Firstly, no octave stretching patterns (OSPs) could be
distinguished in tunings of Balinese gender wayang like those of the tunings of
Central Javanese courts game/an. Secondly, Tjokorda Mas hints at second-order
beats. The sound spectrum of the gender lacks an overtone one octave above the
fundamental. When a certain pitch on the low gender pangumbang (e.g. 200 Hz)
produces a beat with the same pitch one octave higher on the high gender
pangumbang (e.g. 403 Hz) they produce a beat which is called in psychoacoustics a
second-order beat (i.e. 403 2·200 = 3 Hz). This kind of beat does not take place on
the cochlear membrane, but is entirely generated by the neural system (Roederer
1979:37).

31

Letf1 be the frequency of the pangisep bar and let/2 be the frequency of the pangumbang bar with
Yz·(/1+[2) as the centre frequency in Hertz and b "'IJ-/2 as the beat frequency in Hertz. The pairs(/; b)
were ascendingly sorted with primary index b and secondary index f This was followed with a two--sided
j}=25% trimming of bin the sorted list of pairs (Staudte and Sheather 1990:49,98,105). With the trimmed
list of pairs, a sum of least squares cubic regression was tried:
10
Iog(b)=a,,+a 1• 10log(f)+a,-[ 10log(fW+a 3 ·[ 10log(f)]'. The coefficient of determination R2 = 0.0113 (n = 173)
showed that there was no correlation. Therefore, b is independent of f.
32
The average beat frequency of the first overtone is 5.4·2.7 = 14.6 Hz, which is just on the
boundary between a beating tone perception and 'rough' fused pitch perception (ea. 15 Hz, Roederer
1979:28). However, this beat of the first overtone is filtered out of the spectrum by the bamboo resonator
(see above).
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Figure 11: Octave difference frequency between low and high pangumbang and low and high pangisep
gender instruments of four Balinese gender wayang quartets (n = 80), tuned by I Wayan Konolan of
Denpasar and his son I Nyoman Sudarna, plotted against average lower pitch
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Second-order beats are difficult to perceive and cannot be detected at pitches above
1500 Hz (Plomp 1967:469, Roedercr 1979:39). Such beats are used by organ tuners,
but for the upper registers of Balinese gong kebyar ensembles no second-order beats
can be observed, because the pitches arc too high (2000-3000 Hz).
There are various combinations of second-order beats possible on the instruments
of the Balinese gender wayang: 1. between the higher and lower instruments of the
same pangumbang/pangisep type and 2. between the upper and lower bars within
every single gender instrument.
To test for second-order beats in the first combination, I measured four gender
wayang ensembles tuned with the accurate method in the tradition of I Wayan
Konolan of Denpasar and his son I Nyoman Sudarna (Appendix nos. 2,3,5,6). For
these four ensembles the second-order beats of interest are those between the low and
high pangumbang and the low and high pangisep instruments. The octave difference
frequency in Hertz33 estimates the frequencies of these second-order beat
frequencies. The octave difference frequencies in Hertz are plotted against the
average lower pitch frequency in Hertz34 in Figure 11. The solid curve through the
octave difference frequencies displays its average tendency against the average lower
pitch frequency 35 • Figure 11 shows that second-order beats are not used in this
combination of instruments, beacuse the beats are too fast and too irregular.
However, the curve fit shows a clear tendency.
For the second combination all octave difference frequencies between the high
and low registers within every individual gender instrument of the 14 gender wayang
ensembles in the Appendix have been computed and plotted against the average
lower pitch frequency in Figure 12. The curve fit again shows an average
tendency 36 • Note that the curve fit in Figure 11 shows a tendency similar to the

The lower frequency is f 1 and the higher frequency is f 2 both in Hertz with 2f1 ~ f 2• The octave
difference frequency in Hertz is defined as 11 = fz-2·k
34
The average lower frequency is defined as J"' Y,:(/1 + Yr/2).
35
The solid curve in Figure 11 is a sum of least squares cubic regression:
33

11 = a0 +a 1•10log(f) + a2 ·[ 10 iog(f)] 2 + a3f 0iog(l)f The coefficient of determination R2 = 0.5947 (n ~ 80).
36

Figure 12 shows some heteroscedasticity (Harnett 1982:565-566) and there are outliers. Therefore,
the most advanced robust regression method was used: least median of squares regression (Rousseeuw
1984:871-880). This regression is robust for any outlicr contamination percentage below 50%. The
computer program PROGRESS, which performed the least median of squares regression, could handle a
maximum sample size of n =200 only (Roussecuw and Leroy 1987:29-46,84-92). Therefore, 29 samples
were removed from the data with a random generator. Thereafter the least median of squares cubic
regression was computed:
ll=a0 +a/"log(f)+a2 ·[10log(f)] 2 +a3"[ 10log(f)f The coefficient of determination was R2 =0.4978 (n=200). The
least median of squares regression identified 33 of n"'200 as outliers. The regression coefficients are:
av=-13754.33, a 1=17616.2, a2 =··7508.131 and a3 =1065.204.
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curve fit in Figure 12, but the octave deviation frequency in Figure 12 is a little
lower than in Figure 11 for the low range of the average lower pitch. The conclusion
for Figure 12 is the same for Figure 11: the second-order beat frequencies are too
fast and too irregular to have been used in the tuning process of Balinese gender
wayang.
The curve fit of Figure 12 represents the average tendency in octave deviation in
cents against the average lower pitch frequencl 7 • The average octave deviations in
cents of the 14 Balinese gender wayang ensembles, the Sundanese kacapi tunings
(set above) and Western concert music (Sundberg and LiHdqvist 1973:926) are
plotted in Figure 13. A word of caution is necessary here. The octave deviation of
Sundanese kacapi tunings is largely affected by the accuracy of the tone
measurements; and in general the octave deviations should not be interpreted as
hyperaccurate results, because other experiments and measurements may show
different numerical values.
However, the comparison in Figure 13 provides a general picture of octave
deviation in three different musical cultures. In Figure 13 it is clear that the octave
stretching of Balinese gender wayang ensembles is large compared to Sundanese
kacapi tunings and Western concert music.
Balinese gender wayang ensembles have the following pentatonic scale, which is
called saih gender wayang: saih gender wayang scale: J----"(}---£--{J---A--f
These vocals refer to the Balinese tone names (see Appendix).
According to Balinese musicians and tuners, the intervals 0-E and A -I are larger than
the others38 • In Figure 14 the one-step intervals of the individual gender instruments
of 11 Balinese gender wayang ensembles are plotted against the frequency of the
lower pitch (Hz). From this graph it is apparent that only the A-I intervals are
distinctly larger than the others. Furthermore, suboctave interval stretching also exists,
because for higher pitches the plot shows a tendency towards larger intervals (see
Figure 14).
The saih gender wayang intervals of Balinese gender wayang tunings deviate
more from the equipentatonic one-step interval (240 cents) than do Sundanesc kacapi
and Central Javanese court gamelan tunings, because an auditory compromise is
made by the Balinese tuner between beat frequency, octave stretching and suboctave
interval stretching. This becomes very complex for large Balinesc ensembles with a

37

The octave deviation in cents (d) is computed from the octave deviation frequency in Hz (&)and
the average lower pitch frequency in Hz (j) from the least median of squares cubic regression with
d= 1200· 10 log[ (2 f+& )/2 j]/ 0log(2).
38
According to I Nyoman Sudarna of Denpasar and Pak Rembang of KOKAR, Denpasar (personal
communication, Hcnrice Vonck, 1994).
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huge number of the same pangumbang-pangisep instruments and higher beat
frequencies. One of the possible explanations of the auditory compromise between
the beat frequencies, large octave stretching, suboctave interval stretching and scales
in Balinese ensembles is that the pangumbang and pangisep instruments place
psychoacoustical markers on the rhythmic accents and/or pivotal tones of the
interlocking patterns (kotekan), which are the essence of Balinese music (Tenzer
1991 :46-47,64-65).
From musical analysis of interlocking patterns it is clear that the beats (with
fused pitch perceptions) accentuate the rhythmic accents and/or the pivotal tones in
the interlocking patterns, as in the following example:
pangumbang:
pangisep:
beat with fused pitch perception:

E

0
A

E
X

u

u

u

E

X

When the music is played at breakneck speed the beats are not perceivable, but there
are fused pitch perceptions.
From musical analysis of interlocking patterns it is also clear that differing nearpitch perceptions of the FDL or JND - when pangumbang and pangisep instruments
alternately sound and dampen the same tone - do not occur in Balinese musical
practice (personal communication, Henrice Vonck, 4 April 1995). The following
example shows this psychoacoustical effect, which is entirely avoided in Balinese
musical practice:
pangumbang:
pangisep:
differing near-pitch perception of FDL or JND:

u

0

E
E

\

u.

A

U

\

.E

I .

It may be concluded that the FDL or JND seems to play a role in the tuning process.
However, the auditory aesthetics of Balinese musical practice is that beats and fused
pitch perceptions are 'pleasant', while differing near-pitch perceptions of the FDL or
JND are 'unpleasant'.
This is a very complex subject which can be properly worked out only with a
combined ethomusicological and psychoacoustical approach. Additional extensive
psychoacoustical research on beat phenomena is necessary, because not all effects can
be explained with the present state of the art of psychoacoustics.
Andrew Toth has done thousands of tone measurements in Bali which have not
yet been published (personal communication, 1993); this study will offer new insights
into the tuning systems of Balinese music.
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Conclusion
Some conclusions are: l. Tuners and musicians should be interviewed on tuning
practices related to musical performance. 2. The vibrational acoustics of musical
instruments and psychoacoustics should be taken into account in the study of any
musical culture. 3. The classical one-step cent-interval representation as introduced
by Ellis is too limited. Multi-step intervals may offer better insights into musical
practice. In a few cases the interval matrix can be used. 4. The dispersion of octave
and interval stretching limits the accuracy of cent-interval expressions. 5. In Balinese
intonation the psychoacoustical phenomena related to beats delimit the accuracy with
which we can describe the tuning system.
In the Indo-Javanese period (700-1500 AD) there was a musical tradition in Java
and Bali of prototype gamelan in the present-day Javano-Balinese tradition, and
musical traditions from India which were part of the Indianization process. It is
difficult to imagine how the Balinese beating intonation and the Javanese in-tune
intonation could have developed from the same fourteenth century Majaphit gamelan,
because the pyschoacoustical principles are so very different. Similarly, it would be
far-fetched to consider the tuning systems of present-day Sundanese kacapi playing
and Indian vina playing as having originated from prototype tuning systems of
ancient kacchapi vina traditions in India as attested in Sanskrit texts. Musical scales
and tuning systems do not wander. People's aesthetic views of musical performance
and sound quality of musical instruments continuously change. Tuning practice does
not determine such change; it merely follows it.
Ellis's numerical description of the tuning systems of world music has always
attracted enormous attention from musicologists, because the tuning systems of Java,
Bali, Thailand and Burma are so very different from other musical cultures. The
psychoacoustical phenomena of Sundanese, Javanese and Balinese tuning practice as
described above confirm how very different their principles are from other musical
cultures and why Java and Bali are an eldorado of both musicological and
psychoacoustical research.
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Appendix: Tone measurements of 14 Balinese gender wayang ensembles
The following abbreviations have been used for the Balinese tone names of the saih gender wayang scale:
I for tone ding;

0 for tone dong;

E for tone deng;

A for tone dang;

U for tone dung.

The following abbreviations have been used for the names of the different gender instruments of the
Balinese gender wayang:
GU for gender gede pangumbang
BU for gender barangan pangumbang

GI for gender gede pangisep
BI for gender barangan pangisep

Some of the tone measurements below were made and listed by Vonck (1990:27,28,32, 35,37). The other
tone measurements were made by me with the collaboration of Henrice Vonck. The tone measurement
equipment used consisted of various electronic tuners comparable to those described by Stevens
(1974:47-208) and Rossing (1982:610) with an accuracy of 1-3 cents. The format of the readings of the
tone measurements was in chromatic tones with cents deviations and octave numbers. These were
converted into units of 0.1 Hz. However, the estimation of the absolute accuracy of the Hertz frequency
numbers is estimated to vary between 0.5 Hz for the lower frequencies and 1.5 Hz for the higher
frequencies. For the measurements made from cassette recordings the relative accuracy for frequency and
interval computations is estimated as 1Hz and 3Hz respectively. Then following abbreviations have been
used for the various electronic tuners:
HSOT for Hale Sight-0-Tuner (Tuners Supply Co. Inc.)
ZENON for Zen-On Digital Chromatina Automatic Auto-Tuner ST 1000
KORG for Korg Master Tune Multi-Temperament Tuner MT-1200
No.1 South Bali, two different gender wayang pairs GU-GI and BU-BI merged into one quartet of Sinta
Wullur, manufactured and tuned by I Wayan Konolan of Denpasar in the mid-1980s, measured with HSOT
in February 1986
0
E
A
u
I
0
E
A
u
I
GU 170o2 194o3 224.6 256o1 303.2 352o0 398.6 465o9 523.9 612.3 Hz
GI 173 5 198.1 228.9
307o2 355o6 402.2 468.1 528.0 616o0 Hz
BU 354o0 408.1 464ol 530o2 620o8 716o6 846.1 970o5 1128.4 1318.1 Hz
BI 358.5 412.8 468.7 534.6 625.7 722.9 849.0 975.0 1132.4 132 2 3 Hz
Median Beat Frequency = 4.1 Hz (n =19).
0

0

No.2 South Bali, same as No.l but retuned by I Wayan Konolan of Denpasar in 1990, measured with
KORG in August 1993
0
E
A
I
E
u
I
u
0
A
GU 169.7 193.9 224.4 252.5 300.2 350o7
397o8 459o3 522.5 610.3 Hz
GI
173.3 197.6 228o2 256.6 303o8 355G4 402o2 463.3 526o4 614.9 Hz
BU 350o9 398o4 460o4 523.4 611.4 705.6 823o0 957o2 1091. 9 1279.1 Hz
BI 356.3 403o6 464o7 528o0 615.3 711.5 828.2 962.7 1097.6 1284.3 Hz
Median Beat Frequency = 4.5 Hz (n = 20).
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No.3 South Bali, two different gender wayang pairs GU-GI and BU-Bl merged into one quartet of Henricc
Vonck, manufactured and tuned by I Wayan Konolan of Denpasar in 1986 and 1988, measured by Vonck
(1990:27,32) with ZENON
GU
GI
nu

0

E

170.2
175.4
358.4
364.1

190.4
197.0
413.9
418.2

A

223.8
229.2
475.7
BI
479.8
Median Beat Frequency = 5.2

u
259.5
265.9
544.2
548.6

Hz (n

I

0

E

302.3
307.2
631.7
636.8

348.0
354.1
721.0
726.0

404.9
409.6
850.5
856.9

= 20).

u
A
I
465.4 538.6 627.7
469.4 543.3 633.1
967.4 1106.2 1312.4
974.2 1111.9 1307.1

Hz
Hz
Hz
Hz

No.4 South Bali, gender wayang quartet of the group of Kayumas Kaya in Denpasar, manufactured and
tuned by I Wayan Konolan of Denpasar in the late 1980s, measured by Vonck (1990:27,28) with ZENON
A
230.7
235.8
473.8
479.3
Median Beat Frequency = 5.0

GU
GI
nu
HI

0
174.1
178.3
358.2
362.8

E
197.7
202.7
414.1
417.5

U
268.2
273.2
542.6
547.7

Hz (n

I
312.0
316.9
630.2
635.7

= 20).

0
357.4
362.8
718.9
724.3

E
414.0
418.4
848.1
852.5

A
U
I
474.3 542.0 631.3
479.3 547.4 636.1
966.3 1106.2 1308.6
971.9 1106.8 1310.2

Hz
Hz
Hz
Hz

No.5 South Bali, gender wayang quartet of Henrice Vonck, manufactured and tuned by I Nyornan Sudarna
(son of I Wayan Konolan) of Denpasar in 1993, measured with KORG in September 1993
A
229.9
235.7
473.4
479.7
Median Beat Frequency = 6.3

GU
GI
BU
HI

0
172.4
179.1
356.3
362.6

E
196.5
202.5
413.5
419.3

U
266.8
272.8
542.2
548.8

Hz (n

I
310.9
316.7
631.7
638.6

= 20).

0
356.3
362.3
720.2
726.9

E
412.7
419.6
850.5
856.7

A
U
I
473.6 541.5 630.9
480.2 548.6 637.2
965.2 1105.2 1306.0
971.4 1111.6 1313.2

Hz
Hz
Hz
Hz

No.6 South Bali, gender wayang quartet of the Ethnomusicologisch Centrum Jaap Kunst of the University
of Amsterdam, manufactured and tuned by I Nyoman Sudarna (son of I Way an Konolan) of Denpasar in
the late 1980s, measured with KORG in September 1993
GU
GI
nu
BI

0

E

A

169.8
174.5
349.6
354.5

190.5
194.8
405.2
409.8

223.1
226.9
465.1
469.9

Median Beat Frequency

u
259.7
264.6
538.7
544.2

= 4.9 Hz

I

0

E

301.3
306.2
627.9
633.5

349.3
354.2
716.2
721.0

404.3
408.9
847.1
853.0

u
I
A
465.1 538.7 627.9
468.6 543.7 632.8
962.7 1102.3 1306.4
968.6 1107.8 1311.7

Hz
Hz
llz

Hz

(n = 20).

No.7 South Bali, gender wayang from Blahbatuh village in the Gemeenternuseum of The Hague, procured
through Tjokorda Mas in 1979, measured with HSOT in November 1985
0
E
A
U
I
0
E
u
I
A
GU 176.6 204.7 240.7 266.1 316.0 356.7 409.7 477.7 537.8 631.5 Hz
GI 181.4 210.1 230.4 271.2 319.2 360.4 411.8 486.7 540.5 634.6 Hz
nu 357.9 411.2 484.3 545.8 629.5 732.1 815.6 966.6 1063.3 1258.6 Hz
HI 363.6 414.8 498.3 552.0 641.0 746.9 820.4 982.6 1090.3 1291.4 Hz
Severely out of tune: Median Beat Frequency = 5.3 Hz (n = 20).
No.8 South Bali, gender wayang quartet of I Pasek Way an Robin, Baturiti/Krambitan, measured by Vonck
(1990:27,35) with ZENON
0

E

172.5
177.2
352.9
359.7

201.4
204.1
402.3
404.9

A

227.8
235.0
466.2
471.6
Median Beat Frequency = 7.2

GU
GI
nu
HI

u
264.7
271.8
522.6
528.7

Hz (n

I

0

E

316.6
321.4
609.1
618.7

353.7
361.5
702.9
712.3

402.1
411.2
811.6
820.1

= 20).

u
I
A
465.6 523.3 610.2
473.8 529.9 618.7
931.3 1082.8 1256.1
937.7 1092.8 1263.3

Hz
Hz

Hz
Hz
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No.9 South Bali, gender wayang quartet of the Puri Gede in Krambitan, measured by Vonck (1990:27,37)
with a ZENON
A
0
E
u
I
0
E
u
I
A
GU
GI
BU
BI

168.7
176.3
344.2
349.2

193.5
205.4
394.3
388.8

224.6
230.8

/.55.4 303.8
261.9 310.4
444.6 511.0 602.8
451.3 517.2 610.9
Median Beat Frequency = 6.4 Hz (n " 20).

342.6
351.7
693.6
700.9

390.9
395.4
800.5
805.1

445.6 515.5 607.0
450.3 521.7 614.4
937.7 1072.8 1262.6
931.3 1.078.4 1272.1

Hz
Hz
Hz
Hz

No.IO South Bali, gender wayang quartet from Blahbatuh village in the 1980s of the Museum of Landen VoJkenkunde in Rotterdam, measured with KORG in August 1993 (the missing BU was on loan to a
museum in Stockholm)
A
I
0
E
u
I
0
E
u
A
GU
GI
DU
BI

172.2
177.3

197.6
203.0

222.9
229.4

260.8
257.1

303.6
308.7

344.1
349.7

394.8
400.3

450.2
455.8

519.0
524.3

611.7
617.2

Hz
Hz

350.5

399.2

454.1

523.9

615.6

685.3

797.0

901.6 1040.8 1227.7

Hz

Incomplete tuning: Median Beat Frequency"' 5.5 Hz (n = 10).
No.ll North Bali, 'old' gender wayang pair of I Putu Widiyana, Pemaron Village, measured with KORG
from a 1990 cassette recording of Henrice Vonck
A
U
I
221.0 254.1 295.4
225.9 261.6 301.5
Median Beat Frequency = 6.4 Hz (n = 10).

GU
GI

0
170.9
176.9

E
193.1
198.5

0

E

A

u

I

338.4
345.7

387.8
394.7

445.8
452.4

512.6
520.1

595.9
589.2

Hz
Hz

No.12 North Bali, 'old' gender wayang pair of I Gede Suara, Antman village, measured with KORG from
a 1990 cassette recording of Henrice Vonck
E
0
E
A
I
0
u
I
A
u
GU 173.1 l97.H 224.9 259.6 301.5 346.8 402.0 457.0 519.2 607.5 llz
GI

178.5

202.9

230.7

Median Beat Frequency

= 6.1

265.6 307.6
Hz (n = 10).

353.4

408.3

463.1

525.2

613.7

l!z

No.13 North Bali, 'old' gender wayang pair of I Ketut Daub, Singaraja, measured with KORG from a
1990 cassette recording of Henrice Vonck
0
E
u
I
0
E
A
u
I
A
GU
GI

173.9
179.1

198.0
200.6

228.4
231.2

258.0
264.7

298.1 349.9 389.4
301.9 361.4 397.6
Severely out of tune: Median Beat Frequency = 4.7 Hz (n 10).

=

459.5
463.6

528.0
525.8

599.8
603.5

Hz
Hz

No.14 North Bali, 'old' gender wayang pair of Pak Ginawa, Sawan village, measured with KORG from
a 1990 cassette recording of Henrice Vonck
0
E
A
U
I
0
E
u
I
A
GU
GI

163.4
168.9

187.0
192.9

214.0 248.9 289.9
222.2 255.2 295.4
Median Beat Frequency = 6.8 Hz (n 10).

=

332.2
338.6

385.4

392.6

439.1
446.5

505.3
512.9

588.2
596.0

Hz
Hz

NOTATION OF MUSIC; THEORY AND PRACTICE IN WEST JAVA

Wim van Zanten

Abstract
Since the beginning of the twentieth century the Dutch and Sundanese have tried to notate Sundanese
music in West Java. This artide presents some arguments in historical perspective, starting with the
contest on notation, organized by the Java-lnstituut in 1921. Today most Sundanesc, if they use
notation, will use a cipher system which is different from the Central Javanese Kepatihan system. The
high-frequency notes are notated with higher ciphers than lower-frequency notes. Moreover, this
cipher system, as designed by the Sundanese theorist Kusumadinata, is not a fixed system. The cipher
1, for example, is used to indicate different notes, depending on the musical mode in which the music
is played. As the modal theory does not correspond with musical practice, the situation is very
confusing. Attempts to write a method for learning tembang Sunda Cianjuran music led the author
to search for useful notation systems for singing and for the different instruments.

Introduction
In this article 1 I shall discuss the attempts to notate Sundanese music in West Java,
Indonesia. General problems of notation will be discussed, and I shall give a short
overview of the history of notating music in West Java, starting at the beginning of
the twentieth century. Nowadays the Sundanese musical tradition. can still be
considered to be mainly oral. However, the traditional situation is changing rapidly.
This is for example reflected by the use of song texts. Vocalists used to learn the text
by heart, but nowadays it is common practice for vocalists in, for instance, wayang
golek (puppet theatre) and tembang Sunda Cianjuran (sung poetry with two or three
accompanying instruments) to read the song texts from booklets, even when they are
performing. In the music schools and academies especially the transfer of musical
knowledge is often done by using notated music.
The most common da-mi-na-ti-la system and the associated cipher notation, as
introduced by the Sundanese theorist Machjar Kusumadinata (his name used to be

1

This article is based on a paper presented at the 11th European conference on Modern South Asian
Studies, Amsterdam, 2-5 July 1990. I present this article as an in memoriam Uking Sukri (18 February
1925 - 17 April 1994) who was my guru, a master of tembang Sunda Cianjuran, and a friendly and
modest man.
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written as Koesoemadinata) around I
is very problematic as it is a relative
system like the Western tonic sol-fa system. This means that one has to understand
the modal theory of Kusumadinata (n.d., 1969) and Jaap Kunst (1973)
before
one can use this notational system. Moreover, the validity of this modal theory is
very questionable.
A second major problem of music notation in West Java is that all the existing
note 5.
cipher systems run from a high note (high frequency in Hertz) 1 to a
This type of notation is the opposite of, for instance, the common Javanese (Central
and East Java) Kepatihan cipher notation, the Japanese notation (Bent 1980:340;
Hughes 1992:51-2), the Chinese jianpu notation (Thrasher 1989:2--3), and of course
also the opposite of Western staff notation. In discussing music notation in West Java
I shall concentrate very much on the usefulness of the notational systems in practice.

General problems of notating music
Transcribed musk, in Western staff notation, in cipher notation or otherwise, offers
a possibility to communicate about music2 • H may also serve as a mnemonic aid, and
as such the transcriptions may become very important in a practical situation. The
limitations of this communication via notated music have been etmmerated by many
scholars (see for example the overview in Ellingson 1992a, 1992b). A recording on
cassette tape, soundfilm or video tape is often a far more efficient way of
communication. One may even argue that real understanding of music is only
achieved by just listening to it and playing it in its proper social context. Performing
music is a process of re-creation, over and over again, and the music should be
learned directly from musicians, by listening to them and watching them perform.
Judith Becker, writing about the introduction of notation sytems for music in
Central and East Java, points out that
'Notation presupposes a linear concept of time, necessitates decisions as to what
should be notated, and forces a perpetual bias on the user. The implicit bias of
any given notational system is all the more powerful because the user is unaware
of the implications of the new technology and therefore offers no conscious
resistance.'

2

'Notation and transcription both employ written respresentations of music. Transcription is a
subcategory of notation, and logically and historically requires the pre-existence of notation' (Ellingson
1992a: 111 ). I shall use the verb 'to transcribe' for writing down music from listening to actual sounds, and
the noun 'transcription' as the written product of this process. A transcription may also be made by a
computer. In making a transcription, human beings and computers use a notational system.
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She considers the introduction of a notational system 'the most pervasive, penetrating,
and ultimately the most insidious type of Western influence [which] goes largely
unnoticed' (Becker 1980:11 ).
Becker's critical remarks about notation should be taken seriously. Performing in
an oral music tradition is different from performing from notated music, and it
concerns the heart of the matter: how to deal with creativity. However, Becker's
argument seems to have a strong ideological loading, and what exactly does she
mean by saying that 'notation presupposes a linear concept of time'? On a very
practical level one can say that all music develops according to a linear (or at least
ordinal) time scale: a series of one tone after another. Notation and transcription have
also - and maybe primarily - to do with this very practical level. If we discuss the
possible effects of notation on a cyclical way of thinking musical structures, or the
'notions of infinity' (Maceda 1986:45) we arc at quite a different level.
A major concern is that notation may lead to less variation, or even fossilization.
However, forceful attempts to notate and standardize music in Tunesia and Japan
have had only a fairly limited effect on variation. Davis (1992:111) concludes at the
end of her analysis of the effect of notation on performance practice in Tunesian art
music: 'Thus while notation was originally introduced to standardise the melodic
tradition, it has since been used as a creative tool for reinterpreting and redefining it;
and the fluidity of interpretation characterising the oral traditions has not entirely
been extinguished.' I think that Davis' article should lead to a even more optimistic
view than expressed in these words: the 'fluidity of interpretation' is still fairly
strong. Hughes (1992:45) remarks in his article about the history of a Japanese folk
song: 'The above developments might have been expected to generate a substantial
degree of standardization fairly quickly, eliminating earlier variants. This did not
happen. Early recordings show significant individual variation .. .'
So, why should it be so bad for musicians from an oral music culture to start
using notation, if they feel this is useful? According to my observations, the notation
of music in West Java has hardly affected the essentials of the oral tradition. Sutton
(1985:25-6) has made similar remarks about the game/an music:
'As much game/an music continues to be learned by ear and the written sources
most commonly referred to are in handwritten notebooks (which may and usually
do vary widely from one individual to another), the variety in gamelan music
appears to be little threatened by notation. The difference between reliance on
chirographic sources (manuscripts) and on printed sources (publications) is
profound. The latter may eliminate variety; the former almost ensures it. The
commercially available cassette, mass-produced and available in identical form
thoughout Java, represents a far more real threat to musical variety.'
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Sutton continues by saying that even the cassettes have not yet brought about a
standardization, although potentially there is a danger that variety is disappearing as
the result of their impact. The Sundanese of West Java are even less willing to
standardize than the Javanese of Central Java, partially because their cultural centres
have always been much weaker than those in Central Java.
My starting point will be that notated and recorded music may be used to great
benefit in certain situations. Whatever we may think about it, nowadays written texts,
notated music, and cassette-tape recordings are actually used by performing musicians
in Java, albeit on a limited - but growing - scale3 • My concern will therefore be the
usefulness of the notational system within the music tradition. Transcribed music may
be used for analysis (in this case the notational system used is sometimes called
'descriptive'), but in this paper I shall concentrate on the use of notated music in
practice, and more particularly on its use in transmitting musical knowledge (in this
case the notational system used is sometimes called 'prescriptive').
A 'good' notational system should be based on cognitive structures and reflect
the musical practice as much as possible. More pertinently, a transcription should be
accompanied by audio recordings that reveal its shortcomings. And lastly, the
notational system should be easily understood and useful in practical situations, such
as teaching. The transcription should preferably also be easily understood by
musicians from other musical cultures.

Development of notational systems for music in Java
As far as we know, there was no system for notating music in Java before the middle
of the nineteenth century (Kunst 1973:346). In the second half of the nineteenth
century several notational systems were developed for Central Javanese music.
Overviews may be found in the interesting article (in two parts) by Brandts Buys
(1940), Kunst (1973:346-55) and Becker (1980:11-25). Perlman (1991) discusses the
development of one particular notational system in Solo (Surakarta): the notasi rante.
In 1921 the Java Instituut held a congress which resulted in the organization of a
contest for designing a notational system for Javanese music (Beraadslagingen 1921).
A discussion of the merits of the seven contributions for this contest may be found
in Brandts Buys (1924), who acted as the chairman of the jury. I shall discuss this
contest shortly.

See also my remark about the the extensive use of microphones by vocalist~ in tembang Sunda
Cianjuran (Van Zanten 1994:85-6). I explained this by remarking that the delicate singing ornaments are
considered to be the essence of the genre, and that loud singing is not appreciated. By using a microphone
the singer can produce these ornaments more effectively, and remains closer to the 'inner speech'. The new
technical possibility is therefore used to support traditional aesthetic ideas.
3
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According to Becker (1980:20) the introduction of notational systems for music in
Indonesia (mainly Java) was due to the Dutch:
'notation systems were developed in response to Dutch concepts that pieces
would be lost if not notated. That era has now passed in the West. In a sense,
Western musicians and composers are now looking eastward as well as back into
their own past. Things written down, or notated works, in all the arts no longer
have the authority they once had.'
Although the idea that pieces would be lost if not notated was certainly ventured in
the 1921 discussions at the Java Institute by Dutch and Javanese participants
(Beraadslagingen 1921:287; see also Kunst 1973:347), doubts about the usefulness
of notational systems were also expressed. It was notably Jacob Kats who warned the
congress: 'The purpose has to be the development of the art, which may also be done
without a notational system', and if Javanese music 'had formerly been put down
note-by--note, it might have fossilized and would not have developed so effectively
well' (Beraadslagingen 1921:289; similar remark on page 298).
The main concern of the 1921 congress was to find ways to stimulate Javanese
(Central and East Java) and Sundanese (West Java) music, and it was felt that the
influence of Western music had become a threat. Darna Koesoema expressed his
fears that 'Sundanese music would possibly easily be replaced by European music'
(Beraadslagingen 1921:296). Johann Sebastian Brandts Buys said that it was felt that
in Java 'the music and also several other forms of art had come to a standstill during
the last fifty years or more' and that 'the main course of the paralysis of the arts was
most probably the Dutch domination.' (Beraadslagingen 1921:284). In the discussion
of the seven notational systems sent in for the contest, Brandts Buys (1924:16)
remarked that the best results were obtained by those who were very much involved
in musical practice.
The seven contributions to the contest could be grouped into three types: 1.
similar to Western staff notation, 2. cipher notation, 3. kind of tablature notation, read
from top to bottom and from left to right (the so-called 'checkered notation'). Brandts
Buys (1924:16) hoped that the scores of music produced in this contest would be
printed. He believed that this would not be of direct interest to the practice of
Javanese music. However, it would be of great interest to 'ethnologists of music' in
foreign countries, who were interested in Javanese music, but who only knew that
music from gramophone records, 'on which the art has usually lost much of its
beauty'. At that time the quality of the sound recordings was of course much less
than nowadays, and the written scores were apparently felt to supply much needed
information about music that was not properly recorded. Nowadays the musical

214

WIM VAN ZANTEN

sounds are thought to be of primary importance and the written score may supply
additional information: 'even an exceptionally accurate score[ ... ] does not convey the
reality of performance to someone who is not acquainted with the sounds of the
music' (Blacking 1990:xi).
Whatever the underlying ideas that led to the organization of the contest on
notation of Javanese music might have been, several notation problems were
discussed by Brandts Buys (1924). Below I present some of his remarks:
1. The notion of a 'score', i.e. parallel transcriptions of musical parts of one piece
of music, proved - not unexpectedly - to be alien to the Javanese participants
(page 2).
2. The only participant who used a cipher notation, Soelardi Hardjasoedjana, had
now changed the direction of the system that he used before: 1 indicates now a
low note (in Hertz) and 2 a higher note, and so on (p.1J).
3. All the notational systems were in principle absolute, although it was recognized
that the tone nem on a particular gamelan was not necessarily the same as the
tone nem on another one (p.5-6).
4. Notation of the 'variable parts', that is, the parts not using fixed melodic
patterns: gender, gambang, rebab and voice, was felt to be unnecessary and not
(yet) wanted by the Javanese. These difficult parts had to be studied for a long
time, and therefore the able students would learn the improvisations and
embellishments without the need of transcribed music (p.16-17).
It was felt that this contest had not contributed essentially to solving the problem of
transcribing music in Java. Most of the notational systems were already known in a
slightly different form before the contest.
About fifteen years later Brandts Buys (1940) presented a detailed survey of
notational systems for Javanese music. As chairman of the jury for the 1921 contest
for music notation he was surprised to find out that in a 1939 composition contest,
on the occasion of the 200th anniversary of the Solonese kraton, all participants had
used the Kepatihan cipher notation, whereas a kind of tablature notation [the
'checkered script'; see Kunst 1973:349-54, 491-8; Becker 1980:15-6, Brandts Buys
1940:100] had been recommended to them by the organizers! (Brandts Buys 1940:89)
In this article Brandts Buys confesses he had strongly opposed to cipher notation
before, but that now he has been convinced that the Kepatihan cipher notation was
very useful in Java.
Brandts Buys tried to answer the question of why the Kepatihan system had
become so popular in Central Java. He concluded that the Kepatihan cipher system
had apparently become widely used, because in this notational system the names .2!
the tone§_ produced by the instruments are simply replaced by ciphers (Brandts Buys
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1940:92).4 Furthermore, the problem with the metrical organization of notes was
solved (1940:89-90), although it remains difficult to notate5 • Nowadays, the Javanese
notation for music is still the Kepatihan notation. Except for the fact that it is an
absolute system, the Kepatihan is essentially the same as the Chcve cipher system,
developed in France in 1844 (Rainbow 1980). Since the 1920s this cipher system has
also been used for notating Chinese music: the jianpu system (Thrasher 1989:2-3).
However, the jianpu is essentially used as a relative system, whereas the Kepatihan
system is essentially an absolute system: withir! a particular gamelan the note nem is
always notated as 6, irrespective of the mode that is played, although between
different gamelan the pitch of nem may vary (see a list of the pitches of the note nem
in, for example, Kunst 1973:572-5).
In his article Brandts Buys (1940) also discusses the cipher-notation system as
developed by the Sundanese music theorist Machjar Kusumadinata. Brandts Buys
mentions having great respect for the theoretical work of Kusumadinata, but he is
very critical about the latter's notational system. I think the critical remarks of
Brandts Buys are to the point, and therefore I shall summarize them below. However,
up to the present day the Sundanese theorists in the music schools use this notational
system of Kusumadinata for music in West Java.
One may wonder why Kusumadinata's theories and notational system are still
used today, although its great shortcomings are recognized by Sundanese theorists
and musicians. It may be explained partially by the fact that Kusumadinata was
indeed a good theorist and that Jaap Kunst - for two years employed by the
Netherlands Indies government to do research on music in Indonesia 6 - leaned
heavily on the theories of Kusumadinata. Also, Jaap Kunst (1891-1960) and
Kusumadinata (7 December 1902 - 9 April 1979) were blessed with long lives, and
Kunst's book 'Music in Java', much influenced by Kusumadinata, appeared in

4

This is the same for the Japanese notation (Bent 1980:340). Compare a similar remark that Baily
(1988:116-7) made about the oral notation in Hindustani music: 'The drum sounds the bols represent are
abstracted from a continuum of possible drum sounds, just as the note names of the sargam are categories
abstracted from the pitch continuum. And they are not simply icons of dmm sounds, but names, like note
names.' Baily (1988:114, 118) calls the Hindustani use of note names an 'operational model that has a
dynamic role in the control of ongoing musical performance', this in contrast with 'a static
representational model that describes what the musician already knows but which has little or no direct
role in the performance'.
5
If two notes of equal length are played during a particular time unit, say two eighth notes taking
the time of a quarter note, this is indicated by a line below (earlier: above) the notes: £1 is of the same
duration as 2. This can go on by placing more lines below the notes. In essence this method is the same
as putting the 'flags' on the quarter notes in the Western staff notation. A point after a cipher means that
the duration is ~ic<?_ as long, and a rest is notated as 0.
6
See the article by Marjolijn van Roon in this volume.
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English, whereas the critical notes of Brandts Buys, written in Dutch, seem to have
died with him in 1940. Another reason for the persistence of Kusumadinata's ideas
might be that the Sundanese were happy to have their own cipher notation that was
_diffe!!ill! from the one used by their Javanese neighbours (the Kepatihan system). In
the next section I shall discuss the Sundanese case in more detail.
Notation of music in West Java
In Sundanese music there are three tone systems: pelog, sorog and salendro. In each
system there are, in the first instance, five steps within each octave. The Sundanese
tones are called after the strings of zithers or keys of the gamelan instruments that
produce them. This is similar to the Central Javanese situation: tones arc named after
the keys of instruments in the game/an (Brandts Buys 1940:92,165; Bent 1980:340).
On the large zither (kacapi) used in tembang Sunda Cianjuran these names are from
high to low: barang, kenong, panelu, bem (sometimes galimer), galimer (sometimes
singgul). The third string on the zither, for instance, produces the tone panelu (from
Javanese telu, Sundanese tilu: the third tone) regardless the tone system. However,
the tone produced is higher in the sorog than in the pelog tone system. The
difference between the three tone systems pelog, sorog and salendro lies in the
intervals between the five tones.
One present-day form of notation (Barmara and Ida Achman 1958:8-9) is that the
five notes of the pelog system are given the ciphers 1 to 5 from high to low, or
rather from 'small' to 'great', as the Sundanese would say (Van Zanten 1994:77;
1989:113). A raised tone is indicated by a minus sign (for instance 3- for a higher
tuned third string on the zither) and a lowered tone is indicated by a plus sign (for
instance 2+ for a lower tuned second string on the zither). A higher octave is
indicated with a dot below, and a lower octave with a dot above the cipher. A shift
of two octaves is indicated by two dots.
In the middle octave of the large zither in tembang Sunda the tuning in the three
systems is notated as given in the following table. I have given the approximate
f) and Javanese names and ciphers
Western notes (standardization barang
(Kepatihan script) as well:

=

fjJQg
Sundanese cipher
Western note
Javanese name
Javanese cipher

barang

kenong

panelu

bem

galimer

barang

2
e'
lima
5

3
c'
dhadha
3

4

f'
nem
6

5
a
bem
1

1
f

bb
gulu
2

nem
6

217

NOTATION OF MUSIC; THEORY AND PRACTICE IN WEST JAVA

SorQg_

Sundanese cipher
Western note
Javanese name
Javanese cipher

f'
nem

6

3~

2
e'

d'

Iima
5

2+

1
f

4
bb

a

pelog
4

gulu

bem

nem

2

1

6

3
c'

4
bb

5+
gt

f

dhadha

gulu
2

barang
l

6

5

Salendrq_

Sundanese cipher7
f'
Western note
Javanese name
nem
Javanese cipher
6

cl' t
Iima
5

3

1

nem

However, the Sundanese cipher system above is not commonly used at the Bandung
Music and Dance Academy (ASTJ) and the secondary music school (SMKI). These
schools use the notational system already-mentioned developed by Kusumadinata
around 1923 (Brandts Buys 1940:150-l), which is essentially a relative cipher system.
In this system, the cipher notation becomes identical with the relative da-mi-na-ti-la
as designed by Kusumadinata (1941:67-70, n.d.:14-7; 1972:411; see also Harrell
1980:209-10). This da-mi-na-ti-la system is similar to the relative do-re-mi system as
developed for Western music. The names (da-mi-na-ti-la), given to tones, indicate
their function in Western terms: tonica, dominant, subdominant. If the 'dominant'
function is taken by another tone, the tones are represented by other ciphers. On
theoretical grounds Kusumadinata concluded, for instance, that in the sorog tone
system the note panelu should be given the cipher 1.
This cipher notation of Kusumadinata has many shortcomings:
1.
It does not reflect the musical practice, in which musicians keep calling, for
instance, the third string on a zither panelu, although its tuning is different in
sorog and pelog.
2.
A basic knowledge of Kusumadinata's theory is essential before one can use
the notational system. Kusumadinata's theory is very confusing. I shall present
a few examples that make dear that even teachers of the music schools, and
music researchers are confused by this theory.
3.
If the theory changes, the notational system may have to change as well.
Kusumadinata's theory was very much based on Western concepts. I think
this hampers theoretical thinking, relevant for Sundanese music. We may
expect to see this theory to be re-written in the coming years.

7
It is common practice to notate the major five notes of game/an sa/endro music with ciphers 1, 2,
3, 4, and 5, that is, without accidentals. This makes sense, as long as one sticks to just this tone system.
I find it more convenient to use the accidentals (2+ and 5+ ), as I discuss notation for the three tone
systems together. See also Cook (1993:58).
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Below I give an example of the misunderstandings caused by Kusumadinata's relative
cipher notation. The table presents a few examples of notating the tones of the sorog
system (approximately pelog (patet, Javanese: pathet) barang), using notations as
given in different sources, and as compared to the Javanese Kepatihan notation, the
Western notes and the absolute cipher notation of Barmara and Ida Achman (1958:89):

Javanese Kepatihan (pelog pathet barang)
Western note (barang = f)

ba
6
f'

ke
5
e'

d'

bem ga
2
1
bb a

absolute cipher (Barmara and Ida Achman 1958:8-9)

1

2

3-

4

5

1

Kusumadinata (n.d.:15, jawar)
Kusumadinata (1941:67, karaton; n.d.:15, sorog),
Diktat Karawitan Sund£1 (1981:88, sorog)
Harrell (1980:210, Table 11, sorog)
and Harrell (1975:82, sorog)
Endang (1979:35, sorog),
Uking Sukri (1989:40, madenda/sorog),
Kusumadinat (n.d.:15, liwung),
Diktat Karawitan Sund£1 (1981:88, liwung)
Fryer (1989:154, pelog sorog)
Suanda (1990:169, sorog II)8
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In The New Grove Dictionary of Music and Musicians, Harrell (1980:210) made a
mistake in writing 3+ instead of 3-, and presumably Fryer did the same with 3+ and
5-. A+ sign does not indicate 'a pitch halfway between a note and the one above it',
but below it, and a - sign indicates a raised pitch. Fryer (1989:154) uses an absolute
system which is different from that created by Barmara and Ida Achman (1958:8-9).
I do not want to go into details. This example only serves to indicate the very
confusing situation with respect to the relative cipher system of Kusumadinata.
Cook (1993:58-9, 62) mentions the logic of the notational system of Endang and
Uking Sukri, as it was also often explained to me by Sundanese musicians: if you

8
Suanda remarks that 'this notation does not faithfully follow Kusumahdinata's [sic] "tonic" ciphersystem, especially for the sorog notation.' He makes an interesting remarks about traditional musicians
who have never been exposed to Kusumadinata's system: for them many of the different possible
transpositions of sorog, which are given different names by Kusumadinata, is just 'sorog'.
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start in sorog from the note hem going down, than the first part of the scale consists
of the same intervals as in pelog:
sorog:
approx.:
interval:

bem

bb

galimer '~ ="' = barang
a
f
100 cents
400
100

pelog: barang
approx.: f'
interval:
100

kenong --

pa.sor.

e

d

200

panelu

bem

galimer

e'

c'

bb

a

200

lOO

Bb

400

kenong

400

bem

====-

bar.

f
400

Obviously the two scales are 'similar', but not the same: the two intervals of 100 and
200 cents in the middle are interchanged. In his very interesting article Cook
(1993:61-3) explains that this ambiguity is instructive: in certain pelog songs the
intervals panelu==bem=galimer (c- bb -a) become c- b- a, i.e. the sorog intervals
of 100 and 200 cents (going down) instead of the pelog intervals 200 and 100 cents.
Similarly the intervals barang=kenong==panelu, f - e - d (100 and 200 centintervals going down) in a sorog song, may become f - eb - d, i.e. the pelog
sequence of 200 and 100 cent-intervals. The two tone systems are therefore often
blurred by the singers; not by the zither players, because the tuning of the strings
remains fixed during a song.
The problem with Kusumadinata's modal theory is not only that it is
complicated, but also that it has very little to do with practice. He offers many
theoretical possibilities, but most of these do not occur in Sundanese music. It was
shown that none of Kusumadinata's (and Jaap Kunst's) theoretical models for tone
systems holds for the tunings of zithers in tembang Sunda Cianjuran (Van Zanten
1986:1 00-5).
Both the absolute system by Barmara and Ida Achman and the relative system of
Kusumadinata, as used in West Java, run from 1 for high notes (in Hertz) to 5 for
low notes. In fact this also happened with some of the Central Javanese cipher
systems before 1920. However, this was changed, and since the 1920s the Kepatihan
system, in which ciphers 1 to 7 are used going from low-frequency to higher notes,
has become commonly accepted in Javanese music.
The absolute system of Barmara and Ida Achman does not lead to confusion as
to which tone is meant by a particular cipher, whereas the system of Kusumadinata
does, as I have indicated in the above example for the sorog system. Also, the
absolute system corresponds to practice: the ciphers are a substitute for names of the
strings and keys. If the tone produced by a string is slightly raised, the cipher gets an
additional '-' sign, and if the tone produced by that string is slightly lowered, this

220

WIM VAN ZANTEN

results in the addition of a '+' sign. Changing from the pelog system to the sorog
sytem on the zither is done by raising only the third tone (panelu). Therefore 1 2 3
4 5 for pelog becomes 1 2 3- 4 5 for sorog. The relative cipher system of
Kusumadinata is not based on this fundamental principle, and it is not properly
understood. If we have to choose between these two systems, the absolute system
should be chosen and not the one by Kusumadinata.
Uking Sukri told me that when he published his 1989 book on West-Javanese
music, he was pressed to use the relative sorog notation as given in the list above,
which he did. In earlier transcriptions Uking Sukri (1979) had used the absolute
system of Barmara and Ida Achman.

Other possibilities for notation
In 1976, I started playing the large zither (kacapi indung) as used in tembang Sunda
Cianjuran. For my own use, I notated the music with a kind of tablature: the 18
strings of the kacapi were presented by 18 parallel horizontal lines on paper, and
these lines were crossed by small vertical lines, indicating a 'pulse'. When a
particular string was hit, this was notated at the appropriate horizontal and vertical
line. The five fingers hitting the strings (three on the left hand and two on the right
hand) were each represented by different signs. The lowest line of this set of 18 lines
represents the string closest to the player and therefore the highest note. The other
lines represent lower notes in descending order from bottom to top. See Plate 1.
In the rubato songs of the Cianjuran repertory the player of the large zither
produces fast runs, and it is rather difficult to hear what is exactly played in some
parts of these fast runs. In transcribing this fast playing (pasieupan) of the large
zither I used a SiliconGraphics computer with the programme Gipos for speech
analysis. 9 In this way I was able to reproduce very small sections of the sounding
music and to see the temporal organization by looking at the graph giving the
intensity of the sound. The software of the computer was designed for speech
analysis and therefore not very useful for the analysis of the tones that were played.
The octaves were sometimes wrong, and in the very fast sections the different tones
sounded simultaneously, and their frequencies interfered. However, this caused no
major problems for me. Plate 2 presents a transcription of this computer analysis,
which is fairly precise with respect to the temporal organization. In this notation one
line is played in 4 seconds, and the precise temporal notation has a disadvantage,
because of this speed.

9

I am grateful to the Phonetics Department of Leiden University, and especially to Jos Pacilly, for
their help in introducing me to this Gipos programme as developed at the Institute for Perception Research,
Eindhoven.
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fempo
om goong to goong
lasts about 10 seconds

0

A

Plate 1: Tablature notation for kacapi indung part of first section of song 'Bungur' (Van Zanten 1989:151)
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In line 2, Plate 2, the run 2-3-4-5 (from high to low notes) is faster than the run in
the opposite direction: 5-4-3-2. This is caused mainly by technical difficulties of the
playing, as I will explain.
In the sintreuk technique which is being applied here, the nail of the right
forefinger touches the strings while moving away from the player. In runs going from
high to low notes, like 2-3-4-5, the right hand also moves away from the player, and
thus the movements of hand and forefinger are in the same direction. These
directions are opposite when the run goes up, like in 5-4-3-2, and because of this the
speed of such run is apparently slowed down a little. The runs down become a series
of glissando (sorolok) just before the ending of a phrase on a lower octave: in line 3
in Plate 2 indicated by 0/.
1.

speed: one line in 4 seconds

Da·

song:

weung

2.

me. nak

s:
3.

4.
~---------·------------------------·---------

Plate 2: Transcription of fast playing of zither (pasieupan in Daweung)

-----~----~---

--

-.

NOTATION OF MUSIC; THEORY AND PRACTICE IN WEST JAVA

223

The left hand forefinger plays less notes (closed notes:
and the finger always
moves towards the player without using the nail; this is the plucking technique as
used on many other zithers. Hence the slowing down effect is mainly caused by the
right hand. The precise transcription in Plate 2 is useful for these analytical purposes:
to get an accurate idea of the temporal organization. For practical purposes, one
would rather give the same value to each note of both runs; the musicians should
think the values to be exactly the same.
In 1981 and 1982 my lmcapi teacher was Uking Sukri in Bandung. At that time
he was still working as a musician for the Bandung station of the Indonesian Radio
(RRI). Later he became honorary teacher at the dance and music conservatory (ASTI)
in Bandung. At that time he became interested in my tablature notation to be used in
classes 10; see also Enip Sukanda 1989:32-3. After a few years of using this tablature
notation, he found it rather useful for teaching, and he produced a set of the most
common kacapi parts in tablature notation to be used by his students (Uking Sukri
1985). The main purpose of the tablature notation was that it would give the student
the possibility to practise without a teacher, that is, it was used as a mnemonic aid
for practising. As an older, experienced, musician Uking Sukri (1925-1994) would
never play from notated music: he knew everything by heart. His students were also
not allowed to play from notated music when performing.
In 1987-88 Uking Sukri gave lessons tembang Sunda Cianjuran in the
Netherlands. We decided to set up a course by recording all the parts of some songs
on cassette tape, and to transcribe the recorded music. After the weekly rehearsal the
students could practise at home by listening to the tape and looking at the music (and
text) transcriptions. The parts were recorded on two separate tracks. This made it
possible to hear, for instance, the vocal part together with the zither accompaniment
or entirely on its own.
The music for the large and small zithers was transcribed in tablature notation
such as in Plates 1 and 2. For the voice and the bamboo flute (suling) we decided to
present three parallel transcriptions: (1) Sundanese absolute cipher system (Barmara
and Ida Achman 1958:8-9); (2) Western staff notation and (3) a graphic notation;
which could be described as a 'stylized computer notation' of (a logarithmic scale of)
frequency against time. See Plate 3.

10

Compare Bor, Amold and Mott (1985:29): the Indian masters believed in oral transmission of
their art, and 'along with the schools came the need for written music.'
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Kapati-pati
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54 3·4 _4- 5 5 43· ~
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i

Plate 3: First section of song 'Kapati-pati' for voice
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In this graphic notation for the vocalist or suling player the notes as used on the
kacapi are presented as parallel horizontal lines. However, a higher line represents a
higher tone (in frequency), and the vertical distance between two lines is (almost)
proportional to the interval in cents, which is not the case in the kacapi tablature
notation. In the pelog tone system, these intervals between barang-kenong-panelu··
bem-galimer-barang are roughly 100, 400, 200, 100, 400 cents. 11 In the sorog tone
system these intervals are respectively 100, 200, 400, 100, 400 cents. However, for
sorog songs (like Kapati-pati as given in Plate 3) I used the same line distances as
for pelog, because the two tone systems are very similar; the note 3- is placed
between the lines for the notes 2 and 3. For salendro the intervals between the lines
is taken to be constant: proportional to 240 cents. 12
This graphic notation has a few advantages. First of all, in the 1980s I found that
vocalists used a kind of graphic notation in their (often still handwritten) booklets
with song texts. This notation is called notasi cacing, literally 'worm notation', as it
gives the 'squirming' development of the melodic line. It is written parallel to the
words of the song text, and only used at certain points where the vocalist may be in
doubt about the way to sing, especially with respect to the ornaments to be used; see
Plate 4. The type of graphic notation as introduced by me is clearly something that
fits into these patterns of thinking about melodic movt;ment.
The example of notasi cacing given above, and also the ones given in Van
Zanten (1989:63), are such that the notated melodic line moves up when the melody
moves up (higher frequency) and down when the melody moves down (lower
frequency).

11

Based on psychoacoustic experiments, the phoneticians also use types of not-entirely logarithmic
scales for representing tone intervals. A~ compared to the logarithmic cent-scale, a tone-interval in the
lower frequency area of speech is here graphically represented by a smaller distance than in the higher
frequency area. For example, the Gipos programme for speech analysis, developed at the Institute for
Perception Research in Eindhoven, Netherlands, uses an ERB (Equivalent Rectangular Bandwidth) scale
in its default setting. On this scale the octave 25-50 Hertz is represented by a distance of 0.89 ERB, the
octave 50-100 Hertz by 1.51 ERB, the octave 100-200 Hertz by 2.31 ERB, the octave 200-400 Hertz by
3.16 ERB, etc, until it approaches 5 ERB in the region above 10 000 Hertz. The relation between ERB and
HCiiz is:
ERB = 10log [ 1 + (frequency in Hertz I 165.4)] I 0.06.
In music we are mostly better off with a 'normal' logarithmic scale than with this ERB scale, as a
transposition of a melody should leave the ratios between the clifferent frequencies, i.e. the cent-clifferences,
constant to give the impression of the 'same' melody in a higher or lower setting. However, in speech,
such transposition would sound odd; a transformation leaving the ERB distances of the speech contour
constant, would give a better auditive similarity. I thank Jos Pacilly and Vincent van Heuven, Phonetics
Laboratory, Leiden University, for supplying me with this information.
12
See for a cliscussion Van Zanten 1986:102-4.
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Plate 4: Private notation of some melodic sections in song 'Erang Barong' by Cucu (Bandung)

The examples given are taken from only two vocalists. I have checked this
equivalence of high position with high frequency with several other vocalists. It
seems to be common practice among vocalists. This is the other way around
compared to the cipher system, and also the other way around as most zither players
(notably Uking Sukri) and bowed lute (rebab) players (notably Machjar
Kusumadinata) would indicate it: 'up' indicating the low-frequency notes and 'down'
indicating the high-frequency notes. Their logic is very much connected to the
instruments: if a rebab player moves his left hand up, the bowed string will become
longer and produce a lower tone. The kacapi zither players apply this on a vertical
plane: the strings further away from the player are called 'high' and these produce
the lower tones. Instrumentalists may indicate a melodic line by moving the hand up
for the lower notes and down for the higher notes. Because of this confusion, it is
better to talk about 'small' (alit) or 'tense' (tarik) notes for the high-frequency notes,
and about 'large' (ageung) or 'relaxed I slack' (kendor) notes for the low-frequency
notes.
A second advantage of the graphic notation presented is that it can be easily
compared to the analysis of the melodic movement by a computer or melograph:
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frequency against time. In Van Zanten (1989:Chapter VIII) the descriptions of the
ornaments by the musicians are compared with the computer analysis of those
ornaments. This gives the possibility to use a stylized form of this graphic computernotation of the ornaments for practical purposes. The difference between 'descriptive'
and 'presciptive' notation becomes mainly a question of more or less detail.
Moreover, a great advantage of this graphic notation is that it can be understood by
many musicians and scholars all over the world, and also by scholars from fields
other than music (see also Reid 1977:419-20). 13
Whereas the cipher notation is very well suited for instruments like zithers and
the gong-chimes, it is less suitable for notating the vocal line, the flute (suling) or the
bowed lute (rebab). Sundanese musicians and theorists have often expressed their
opinion to me that the subtle embellishments in tembang Sunda Cianjuran could not
be notated, although they wanted that very much. It is indeed difficult to represent
these embellishments in cipher notation, especially with respect to the temporal
relation between the tones. The graphic is a much better way to notate these
embellishments. Compare this with the above given remark of Brandts Buys
(1924:16-7) that from a Javanese standpoint the notation of the 'variable parts' in the
gamelan (gender, gambang, rebab, voice) was not necessary, and not (yet) wanted in
the 1920s.
In Plate 3 the common Sundanese cipher notation is used with some
modifications. The metrical organization of the notes is not indicated by the lines
below the notes, as is the usual thing to do. In my notation a line below a series of
notes means a slur. The temporal organization is more or less indicated by the
parallel graphic notation (and Western staff notation). Further, grace notes, mordents
(ketrok), double appoggiatura notes, and a fast staccato final note (kedet; or a run of
fast notes, ending with such staccato final note: piceun) are written in superscript or
subscript. Slightly slower embellishments (notably lelol and gerege[) are written in
smaller ciphers on the line. These fast or slower embellishments take some of the
time value of the main note to which they are connected, as is the case for the
Western staff notation. Vibrato's are indicated by~ for a light vibrato (eureur), and
''" for a stronger vibrato (gedag). A glissando is notated with /, written between two
notes of which the first one is lower than the second one, or \ when the movement
is downwards from the first note to the second. 14

13

I also experienced this when teaching Dutch students who could read neither the Sundanese cipher
notation nor the Western staff notation.
14
Compare the similar, but far more elaborate, notational system as developed by Bor, Arnold and
Mott (1985) by expanding the traditional sargam notation for Hindustani music.
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Conclusion: the danger of fossilization
I have tried to sketch the history of music notation in Java, and more particularly in
West Java. The situation with respect to notation of Sundanese music is confusing,
partially due to the unfortunate choices of Machjar Kusumadinata, who introduced a
relative cipher system in 1923 and who is still very much respected for his theoretical
work. Brandts Buys (1940) has clearly shown what the shortcomings of this system
are, and it is amazing to find that his critical remarks were not taken seriously. This
may be connected to the fact that .Jaap Kunst went along with Machjar
Kusumadinata's theories. In my opinion these theories were not based enough on
musical practice, and the musicians do not understand them. This has hampered
creative thinking about music (Van Zanten 1989:124-6, 131-4, 192-3).
Notated or recorded music can never replace a teacher or a performance. It can
only be a teaching aid, to be used in conjunction with a teacher. As the relation
between teacher and pupil is changing fast, we may try to use notated music in this
new setting. Nowadays it is almost impossible to meet with a guru every day for a
few hours. That may still happen with children who learn from their parents or
grandparents but certainly not with students attending music schools. For these
students the notated and recorded material may supply a valuable means to make up
for the reduced time together with the teacher.
In trying to develop a course that may be used for teaching tembang Sunda
Cianjuran, the most problematic part is maybe that an audio recording or notated
music should not give the impression that the music is always performed in exactly
that way. For that reason, I purposely do not present different notated parts (voice,
zither, i1ute) in a score. That would give the impression that the different parts have
to fit together in exactly that way. I prefer to stress that the different parts meet at
certain points, like the 'gong' (goong) note ending a musical phrase. The small zither
(kacapi rincik), for instance, should play the structural 'gong' notes and the pancer
notes at exactly the right time, but in between those structural points the choice is
fairly free. There the player should use a sequence of different patterns that belong
to the idiom of the small zither. Similarly, the bamboo flute and the voice have much
freedom within a given framework.
The students should know that they have to listen very carefully to the other
parts: it is not a question of melodic lines moving entirely inclependent of each other,
or moving parallel according to some exact temporal scheme in rubato songs. The
audio tape is therefore recorded in such way that there are always at least two parts
to be heard simultaneously, although recorded on separate tracks so that they may
also be heard one at a time. 'The traditonal way of learning is not segmented, but allembracing. From the very beginning the pupil will learn his part in the context of the
whole, rather than learning one specific part to be integrated later on in the totality

NOTATION OF MUSIC; THEORY AND PRACI'ICE IN WEST JAVA

229

of the music.' (Van Zanten 1989:51 ). This is an essential featnre of the Sundanese
music tradition, and it should be stressed, also when other things arc changed.
The Sundanese music tradition is an oral one. This does not simply mean that
there is no elaborate notational system, as Becker (1980:18) rightly remarks. It is
rather that in an oral tradition the process of music-making is different from the one
in a written tradition. According to Becker (1980:20)
'The musician in an oral tradition, rather, has mastered a technique of
composition, based upon the manipulation of formulas, which allows him to
perform and compose at the same moment. For this musician, the moment of
performance is the moment of creation.' And 'the musician is not learning
pieces, but ways of realizing pieces; he is learning process, not fixed content.'
agree with the general line of her argument, but I think that Becker is overemphasizing the fact that musicians do not learn 'fixed content'. Although the genre
tembang Sunda Cianjuran is part of this oral tradition, I would say that for a
particular group the 'contents' of a performance is almost entirely fixed. Also, there
is no improvisation in tembang Sunda Cianjuran: new musical ideas are not
introduced during a performance (Van Zanten 1989:161). This does not hold for the
composition of songs. Songs may be (re-)created using parts of the existing ones, and
modifying other parts. The Sundanese call this kind of creation gubahan, and this
concept applies both to music and textY In other Sundanese genres one may find
much more freedom for improvisation during the performance.
Becker (1980:22) is afraid that by using notation the music will be fossilized: 'It
is likely that what is now intended as suggestions for variation possibilities will in
time, because of the respectability of written formulas become prescribed methods of
procedures.' Indeed, this would be a misunderstanding of the essence of an oral
tradition. However, we should not underestimate the vitality and creativity of the
musicians: they will only take what is useful to them and leave sterile theories for
what they are. After all, the theories of Kusumadinata about tonal systems and modes
did not become part of the musical practice; they live only on in the music schools.
The teachers who perform as well as teach live in a 'schizophrenic' world: their

15

In her book on the female court dances of central Java (bedhaya) Brakel-Papenhuijzen (1992)
shows that the similar Javanese concept mutrani, 'to (re-)create a composition after an existing model',
does not really refer to the 'contents' of the performances, but rather to the making of the compositions
before the performance: 'the compositions were open to variation and change, be it not usually on the
performer's side' (1992:307) and 'The bedhaya being group dances performed in unison, their practice
does not allow for improvization during the performance and their complex choreographies are always set
according to special rules' (1992:279).
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musical practice outside the teaching context is different from the theory they teach
in the schools. 16 The same will happen to notated or recorded music that cannot be
used in practice. 17
Again, whether we like it or not, notated music and recorded music are being
used by musicians. Some tembang Sunda Cianjuran musicians imitate directly what
they hear on the cassette tapes, including errors (mostly concerning wrong entrances
and embellishments, and not so much wrong notes); beginners are cautioned by the
more experienced musicians about this (Williams 1990:203). It is a task for
musicologists to make people conscious about these processes taking place. In any
music tradition changes will take place. In West Java, like in many other music
traditions, there is a continuous discussion going on about the acceptability of such
changes. The changes should preferably not violate the main principle of the oral
tradition: the idea that music is a continuing process of re-creation.
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TRADITIONAL TECHNIQUES OF COMPOSITION
IN SOUTH INDIAN MUSIC; PRELIMINARY RESEARCH

Emmie te Nijenhuis

Abstract
The technique of composing, especially the rules regarding the musical setting of a text, is already
systematically described in early medieval Sankrit works on music. With the introduction of the new
types of songs in traditional Kar!Jii!ak music the medieval prabandhas did not vanish from the earth.
In this article I shall try to show how the techniques and principles of the older prabandha
compositions were continued in the later South Indian songs.

In India the technique of composing music is already systematically described in
early medieval Sanskrit works on the subject. Although sophisticated musical
instruments such as the arched harp (vi!Jii) and the double-faced drum (mr.dahga)
played an important role in ancient Indian theatre, medieval Indian musicologists
devoted most of their attention to vocal music. In their treatises they are mainly
concerned with the rules relating to the musical setting of a text. In this way they
define numerous types of song.
The main musical sections (dhiitu) of these traditional vocal compositions
(prabandha) correspond to the lines of the poem or prose constituting the text of the
song. These musical phrases (dhiitu)- the introduction (udgriiha), bridge phrase (meliipaka), refrain (dhruva), alternative section (antara) and conclusion (iibhoga) should follow the outline of the melodic stereotype (riiga) which the composer
chooses in conformity with the verbal content. In some cases the riiga is obligatory
for a particular type of song (the religious elii and the auspicious ma!J{haka varieties).
In the framework of all traditional Indian compositions, in the larger prabandha
forms, the smaller vastu songs and the improvisational riipaka, the musical metre
(tiila) is an indispensable phrase building element. In the medieval prabandha songs
the text phrases do not only consist of regular words (pada), but may also contain
words of praise (viruda), tone syllables (svara), drum syllables (pii{a) or even
meaningless syllables (tena). In their definitions of the various types of prabandha
theoreticians always mention the tiila and indicate how the different phrasal elements
of the text are used in the main sections (dhiitu).

CLASS

PURE SUITE

POETIC METRE

MUSICAL METRE

REGULAR WORDS

TONE SYLLABLES

DRUM SYLLABLES WORDS OF PRAISE

(chandas)

(tiila)

(pada)

(svara)

(piita)

(viruda)

MEM1NGLESS
SYLL. (tena)

eli\

dheilld
rasaka
ekatal!
varna
gajalil_a
tribhangi
hayalila

pada-karap.a

svara-karana
vartani

pa~a-karapa

viruda-karana

tena-karana

sukacaftcu

stavamaftjari
jayamala
namavaii -stotra

nanda

tar ana
tillana
jatisvararn

narnavali-kirtana
tanam
divyana:ua-kirtana
jaya-mangalam

(suddha suda)
INTERMEDIATE

(iilikrama)
tribhangi
hayalila
totaka, dvipadi
krauiicapada
arya, gatha
kanda, vrtta
dvipatha
dodhaka
MIXED SUITE

(salaga suf:ia)
SEPARATE

(viprakir!'a)

dohada
vadana, upavadana
vastuvadana
tripadi, catu:;rmdi
ovi, paddhadi
paftcapadi, ~!padi
a~lla, dap~aka
si~hapada, caccari

MODERN

manga!a, bhaskara
kunda, raha~
viruttam
slokam

dhruva, mantha
pratimantha ·
nihsaru, addatala
rasaka, ekaiall
jayasri
vijaya, sil)lhali1a
hamsa!Ila
kamalananda
simhavikrama
kandu~a, harivijaya
raparanga
nandana. caccarl
dhamar
kharva
dadra

matika
cakravala

VJ

bandha-karana

svarartha

carya
dhavala
danti
dhollarf
astottari
( ~- sukasarika)
antadi
loll
lali
lavani
padam
thumri

Table 1: Compositions, listed under their predominant phrase-building element.
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For a more detailed list see Nijenhuis 1992: 70-72.
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If one lists the traditional compositions under their principal structural element, one

may note that many songs are called after their predominant phrase building element
(see Table 1). Approximately thirty songs (aryii, giithii, do ha, tripadi, catwg;adi,
!ia{padi, etc.) are named after their. poetic metre (chandas), and about the same
number of songs (riisaka, ekatali, ma!J{ha, acf4atala, etc.) after their musical metre
(tiila). Other phrasal elements - regular words (pada), words of praise (viruda), tone
syllables (svara), drum syllables (pa{a) and meaningless syllables (tena) - can be
traced in the names of the compositions. These principles of composition are not only
found in medieval types of song. They may also be recognized in later classical
Indian music. In Hindustani music, songs such as dhamiir, kharva and dadrii are still
called after their tiila. In KarJ?.atak music, poetic forms such as the Sanskrit slokam
and the Tamil viruttam are often sung in the latter part of a concert.
Sanskrit played an important role in the prabandha compositions. However, when
regional languages developed, the songs in these languages attracted the attention of
musicologists. The early medieval theoretician Matali.ga, who may have lived before
the eighth century, devoted a whole work to regional music. In his B~haddesi ('The
Corpus Maior of Folk Music') he describes varieties of the traditional elii hymn that
were sung in lii{a (Gujariit), kar!Ja(a (Mysore State), gaurja (East of Benares),
andhra (Andhra Pradesh) and dravirja (Tamil Nadu). Matali.ga must have been
quite familiar with South Indian music and literature, since he defines the kanda,
var!Ja and sukasiirika as kar!Jii{a songs and also mentions song types such as the v~ta
(= viruttam) and the da!Jrjaka (= tiif}{akam) that were favourite poetic forms of
ancient Tamil literature. 2
As a rule musical performances consist of more than one song. In the devotional
(bhakti) music which developed in various parts of India from the eighth century
onwards, it became a custom to sing a large number of stanzas in one particular
poetic metre during religious meetings. This particular arrangement of hymns is also
found in the literary anthologies of hymns of the Tamil devotional poets (alvar and
nayanmiir), in the collections of caryii songs of the Buddhist siddhas, in the
eight-stanza compositions (a!f{apadi prabandha) of the famous eleventh century
religious dance-drama Gitagovinda of Jayadeva, in the long abhahga ('unbroken')
chains of stanzas in the ovl metre of the Marathl devotional poets Namadeva and
Jiianadeva and in the mystical love songs of the fourteenth century court poet
Vidyapati (Nijenhuis and Gupta 1987: 33-35; 39-41).

2

Sambasiva Siistri 1928: 152, verse 487-492; 143, v. 397; 144, v. 402f.; 145, v. 411; 143, v. 399;
144, v. 401f.; compare Rowell 1992:116-141.
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According to the thirteenth century musicologist Sanigadeva different types of song
were also combined in a suite or cycle (siirja). In the chapter on musical composition
(prabandha) in his well-known treatise Saii.gHaratnakara this author distinguishes
between a pure (suddha) and a mixed (siilaga) suite. The former (.~uddha siirja)
contained four to eight songs in different poetic and musical metres and different
styles of composition, namely: elii, karalJa, rjhehki, vartani, jhombarja, lambha, riisa
and ekatiili (of which the last four were obligatory). In this suite, songs of the
so-called iilikrama ('intermediate') class could be inserted. The mixed cycle (siilaga
siirja) is defined as a suite of seven songs in different musical metres: dhruva,
malJ{ha, pratimalJ(ha, ni~siiru, arjrjatiila, riisaka and ekatiili. Unfortunately, so far no
music or text examples of such regular suites have come down to us (Shringy and
Sharma 1989: chapter IV).
In the encyclopedia Manasollasa compiled by king Somesvara 1131 AD. the
definitions of the song forms are accompanied by text examples, which arc, in fact,
hymns to the god Vi~r;tu composed by the royal author himself. Most probably the
suite was not formalized in those days. According to Somesvara the karalJa,
rjhehkikii, jhombarja, lambhaka, riisaka and ekatiilikii followed by a large prabandha
in the poetic metre kanda and a smaller concluding song formed a cycle (siirjakrama;
see Shrigondekar 1961: Manasollasa HI, 60, verse 4, 16, 191f.).
In South India a new type of song came into being when the poetic metre of the
religious hymns was loosened. The beginnings of this process can be traced in the
hymns (vacana, 'sayings') of the thirteenth century virasaiva Hindu reformers,
especially in the works of the poet Basava and the poetess Mahadevi Akka. When
this technique was applied to the devotional refrain song, the South Indian kirtana
form was born. The refrain, called pallavi ('fresh sprout') and functioning as a
device, was placed at the beginning of the song. Then a number of stanzas (carm;a)
were sung, each followed by a repetition of the pallavi. This structure lends itself
very well to congregational singing in responsorial sty le, which means that the
precentor sings the stanzas and the congregation answers with the refrain. The first
true South Indian kirtana songs were composed by the fifteenth century composers
from Tallapakam (near Tirupati), Annamacarya and his son Peddala and grandson
Chinnayya. In the kirtana of these composers the number of caralJa stanzas is
already reduced. In their more advanced kirtana the pallavi is followed by a
counter-theme, the anupallavi, and only three cara1Ja. 3 In this way, the tedious
repetition of caralJa stanzas sung to the same melody is avoided, when the kirtana
is performed by a solo singer. In the more advanced kfrtana with only one caralJa,

3

For an example of this advanced type of klrtana see Nijenhuis and Gupta 1987: 47.
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which allows the professional singer to show his imagination in a set of variations,
we can recognize the modern concert-kirtana.
The works of the classical South Indian composer Tyagaraja (1767-1847) are a
mine of information for those who wish to study traditional KarJ?iitak music. Not
only do we find various kirtana models, we can also trace some of the techniques of
the older prabandha compositions in his songs.
As an example of the most simple form of kirtana designed for community
singing we may quote Tyagaraja's song 'Nagumomu' in the riiga madhyamiivati and
the tiila iidi (compare Ramanujachari and Raghavan 1966: 214):

pallavi
Nagumomu galavani na manoharuni
Jagamelu suruni janaki varuni

You, the ever smiling captivator of my
mind,
Hero of the Universe, husband of Janaki,

cara!Ja 1.
Devadidevuni divyasundaruni
Sri vasudevuni sitaraghavuni

God of the gods, exquisitely beautiful one,
Lord Vasudeva, Lord of Sita,

cara!Ja 2.
Sujfiana nidhini s6masfiryal6canuni
Ajfiana tamamunu al)acu bhaskaruni

Repository of wisdom, whose eyes are like
the moon and the sun,
The sun that dispels the darkness of
ignorance,

cara!Ja 3.
Nirmalakaruni nikhilaghaharuni
With stainless form, destroyer of all sins,
Dharmadi mok~ambu dayaceyu ghanuni Great one who blesses people [with all
human aims] from duty to salvation,
cara!Ja 4.
Bodhato palumaru pujifici ne na
Fully enlightened I shaH constantly
Radhintu sri tyagaraja sunnutuni
worship you according to the rules, Lord,
praised by Tyagaraja.
The text of this song, which for the most part consists of epithets and words of praise
(viruda), is metrical, which rhymes at the end of the lines and with alliteration of the
second syllable from the beginning of the lines. This characteristic is also found in
ancient Tamil devotional literature. The four cara!Ja stanzas are all sung to the
melody of the initial refrain (pallavi).
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Another example of a rather simple kirtana of Tyagaraja with a pallavi and a
relatively large number of caraiJa is the following song set to the raga punnagavarali
and the tala adi 4 :

pallavi
Tava das6 'ham tava das6 'ham
Tava daso 'ham dasarathe

Your servant I am, your servant I am,
Your servant I am, 0 son of Dasaratha,

caraiJa 1.
Varam~dubhasa virahitado~a
Naravarave~a

dasarathe

caraiJa 2.
Sarasijanetra paramapavitra
Surapatimitra dasarathe

Having an excellent, sweet voice, being
without blemishes,
Dressed like a gentleman, son of
Dasaratha,

With eyes like a lotus, wearing the most
beautiful necklace,
Friend of the leader of the gods, son of D.

caraiJa 3.
Ninnu koritira nirupamasiira
Nannelukora dasarathe

I have been seeking you, peerless god,
Pray, protect me, son of D.,

caraiJa 4.
Manavini vinuma marava samayama
Inakuladhanama dasarathe

Listen to my appeal! This is not the time
to forget me, son of D.,

caraiJa 5.
Ghanasamanlla munijanapala
Kanakadukt1la dasarathe

Dark as a cloud, protector of the sages,
clad in golden robes, son of D.,

caraiJa 6.
Dhara niva!)!idaivamu leda!)!i
Sara!)anu ko!)!i dasarathe

4

Convinced that there is no God like you in
this world,
I have taken refuge in you, son of D.,

Compare Ramanujachari and Raghavan 1966: 465f.; see also Jackson 1991: 342.
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Agamavinuta ragavirahita
Tyagarajanuta dasarathe
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Praised in the scriptures, passionless one,
Worshipped by Tyagaraja, 0 son of D.

This kirtana has two melodies, one for the pallavi and a separate one for the seven
caraf}a stanzas. In a religious meeting the congregation would repeat the pallavi
refrain after every caraf}a. In a gramophone recording (EMI: S/33 ESX 17511) the
concert singers Radha and Jayalakshmi tried to avoid this endless repetition by
singing all carat} a stanzas one after another, alternately using the pallavi melody and
the carat} a melody. The text of this song is also metrical and mainly based on
epithets (viruda). The alliteration of the second syllable is again found throughout the
song.
In the next song, 'Haridasulu', a so-called divyaniima kfrtana in which various
names of the god are mentioned, Tyagaraja used two melodies, one in the pallavi and
one in the anupallavi. All the five caraf}a are to be sung to the melody of the
anupallavi, which requires some adjustments, since the number of syllables in the
caraf}a stanzas is not the same as in the anupallavi stanza. The text of this kfrtana
refers to the devotional music of the sixteenth century saint-composer Purandaradasa
and his predecessors and followers, called Haridasas., 'slaves of Hari (= the god
Vi~I}u)', who used to sing and dance in the streets. The riiga yamuniikalyiif}i, to
which this song is set, was in Tyagaraja's days a well-known regional (de.~zj riiga, in
this case the North Indian riiga yamankalyiin, which had become popular in the South
(compare Ramanujachari and Raghavan 1966: 29f.).
pallavi
Haridasulu veqalu muccatagani
Anandamaye dayal6

Haridasas are going in an imposing
procession, Oh merciful Lord, and their
sight fills me with supreme joy.

anupallavi
Hari GcJVinda Narahari Ramak1:~IJii yani 'Hari, Govinda, Narahari, Rama, K~~IJa',
Varusaga namamul karuvato jeyucu
these holy names they sing devotedly.
caraf}a I.
Sailgatigana m~dailga gh6~amulace
Poilgucu vidhula kegucu merayucu
caralJa 2.
Cakkani harice jikkitimani mati

To the accompaniment of the m~dai1gam
they go along the streets, singing,
brimming with ecstasy.
In the joy that they have secured Hari,
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Sokkucu niimamc dikkani poga<;! ucu
carm;a 3.
DiHamuga na<;!u gattut6 naqugulu
Begucu diilamu bat!i galgallanaga
carmJa 4.
Jftiinamut6 riima dhyiinamut6 mafici
Giinamut6 menu diina mosangucu
caraf}a 5.
Riijariijunipai jiijulu callucu
Riijillucu tyagariijunit6 guqi

they forget themselves and praise your
holy name as the only means for salvation
With girded loins they dance to the
accompaniment of tiila.

With divine wisdom, with meditation on
Rama and with fine music they surrender
their bodies to the Lord.
They, in company with Tyiigariija, shine
brilliantly, scattering flowers over the Lord
of lords.

In the course of time the number of caraf}a stanzas was reduced. Many kirtana have
the standard form: pallavi, anupallavi and three caraiJa. We may notice this structure
in Tyiigariija's krrtana 'Ccsinadella maracitiv6' composed in tocj.r, a riiga of strong
emotional appeal (rakti), which in this case is fully developed in four melodic
phrases corresponding to the text lines of pallavi (one line), anupallavi (one line) and
caraiJa (two lines). The three caraf}a stanzas are all sung to the same melody.
Concert singers such as Vasantakumari usually only sing the last caraiJa. To enliven
her performance this singer inserts a melodic improvisation (nir._aval) on the words
'iisakonnagi' of the anupallavi of this song. 5
In many kfrtanas the composers themselves finally reduced the caraf}a to a
single stanza. A good example of this classical concert kirtana form is Tyiigariija's
beautiful hymn 'Mok~amu galadii', describing the magic power of music and set to
siiramati, a new riiga created by the composer himself. 6
pallavi
M6k~amu galadii bhuvil6 jivanmuktulugiini viiralaku

5

Can there be salvation on this earth for
those who do not have a detached soul?

Gramophone recording EMI: 33 ESX 6006; for the text and the English translation of this song see
Ramanujiichari and Raghavan 1966:357; Jackson 1991:184.
6
For the text and the translation compare Ramanujachari and Raghavan 1966: 509f.; Jackson 1991:
260; vocal performance by Radha and Jayalakshmi, Gramophone recording EMI: S/33 ESX 17511; music
notation in Tamil script by Sriniviisa Ayyangar 1969, !I: 470-472.
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anupallavi
Sak~atkara

ni sadbhakti
sarigita jfiana vihinulaku

For those without true devotion to your
manifestation or without knowledge of
music

pallavi
Mok~amu

galada .....

caraf!a
PriiQ.anala sarp.yogamu valla
PraQ.ava nadamu saptasvaramulai
baraga
VIQ.a vadana loluqai sivamanovidha, tyagarajavinuta

can there be salvation?

The vital breath contacting the fire within
produces the sound Of!l and the seven notes.
For those who don't know the state of
mind of Siva, when he enjoys playing the
vi1_1a, Oh Lord worshipped by Tyagaraja,

pallavi
Mok~amu

galada .....

can there be salvation?

In this kfrtana the composer has developed the new raga in eight melodic phrases,
corresponding with the two text lines of the pallavi, the two lines of the anupallavi
and the four lines of the caraf!a. In the last two melodic phrases of the cara!Ja we
may recognize the melodies of the anupallavi. This characteristic melodic setting of
the caraf!a can be found in many kfrtana of Tyagaraja and other classical Karl_lii!ak
composers.
In order to enrich the musical structure of the kirtana, melodic variations may be
added to the main musical themes. This principle, called samgati, is ascribed to
Tyagaraja. His kirtana 'Rama ni samanam evaru' contains a large number of
variations of the pallavi theme. In some published notations there are seven to ten
variations of the first melodic phrase. 7 The variations of the pallavi and anupallavi
themes in the kirtana '0 railgasayi' were added later to the original version by the
composer himself. 8 In modern recitals the performers do not always use all
variations as they are handed down, but make a selection, or add some of their own. 9

7

For the text and the translation of this song sec Ramanujachiiri and Raghavan 1966:169; for music
notations in Tarnil script see Srfnivasa Ayyangar 1969, 11:190-194; Rangaramiinuja Ayyangar 1965, 1:
526-528.
8
See Tamil music notation by Sambamoorthy 1972, Kirtana Sagaram V: 46-49.
9

Compare modem performance by Semmangudi Srinivasa Ayyar, Gramophone recmding EMI: S/33

ESX 17526.
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In India the tone syllables (sa, ri, ga, ma, pa, dha and ni) were not only used to
memorize or write down the melody. It is an ancient Indian principle of composition
to use them also as a text. Such sol fa passages formed an integral part of the ancient
svara-karm;a and vartaniprabandha compositions and are still found in the classical
Kan;tatak svarajiiti and tiina-var!Jam. In most cases the tone syllables (svara) were
nothing but sol-fa syllables, but in the medieval svariirtha prabandha some tone
syllables could have a meaning (artha). This principle is also applied by the later
classical South Indian composers, who called it svariik~ara ('tone syllable-text
syllable'). Although it is very much appreciated by the performing musicians, it
becomes a cheap trick if used too often. In Tyagaraja's kirtana 'NI daya radii' its
application is very effective. 10
example from the pallavi:

example from the anupallavi:

words: NI da-ya ra- da
notes: ni dha
dha

words: Kalya- ~a Ranotes: ga
ni

ma
ma

example from the caraf}a:
words: Ranotes:

ma Rama

ma Rama

ma tyaga
ma dha

word:
notes:

ve- ga- me
ga ma

In this kirtana we may notice another old technique of composition which was
characteristic of the medieval antiidi song. In this prabandha the last word of a
stanza was also the beginning of the next stanza. In the same way we may read the
last word ('vegame' = 'soon') of the cara!Ja of Tyagaraja's kirtana as pap of the
opening line '[vegame] NI daya radii', 'Is your grace not coming soon?'. However,
the composer also had a special reason to start with the text syllable Ni, because as
a tone syllable it represents the highest note (ni) of the scale. Starting the melody
with the highest note in this case creates a special effect underlining the meaning of
this opening phrase, which we may understand as a cry for help from the god Rama
(compare Ramanujachari and Raghavan 1966: 286f.).
pallavi
NI daya radii?

10

Is your grace not coming [soon]?

See Tamil music notation by Sambamoorthy 1972, Kirtana Siigaram V: 10f.
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anupallavi
Kadane varevaru kalyiil)-a Rama
cara!Ja 1.
Nannu brocuva rilanu nac;!e teliya
Inava111satilaka. NI kif11ta tamasama

cara!Ja 2
Annirfltiki nadhikaruc;!ani ne bogaqite
Mannir11cite nidu rnahimaku takkuva?

cara!Ja 3
Rama rama rama Tyagarajahr:tsadana
Na madi tallaqille nyayama vegarne

Who can say that
beneficent Rama?

it

is

forbidden,

That you are the only one on this earth lo
protect me is already known to me, you
who has the mark of the solar race. Why
this delay by you?
While I am praying to you as master of the
universe, will it in any way diminish your
greatness, if you pardon me?

Oh Rama, who resides in Tyagaraja's
heart,
my mind is upset. Is this proper? Soon ...

In South India the old prabandha principle of using pure tone syllables without a
meaning was practised in several types of composition. In the eighteenth century
Kavi MatrubhiHayya, a composer at the Tanjore court, inserted a set of sol fa
passages, called ci{tasvaram, after the anupallavi of his kirtana 'NI mati callaga' in
the riiga iinandabhairavi. 11 In later Karl)-atak music this technique was adopted by
many composers. However, in the rich musical culture at the Tanjore court a type of
song was developed in which the sol fa passages formed an integral part of the
composition. It was an old Karvatak song, the var!Ja, already defined by Matanga
(Sambasiva Sastri 1928: 144, verse 402f.) as a song in praise of a patron in the
ancient tiila van;a. This song was remodelled after the kirtana scheme pallavi,
anupallavi and cara!Ja with sets of sol fa passages (e{(ugada svara) in the caraf}a
and a phrase of sol fa syllables (muktayi svara) after the anupallavi. In these
extensive svara sections the composer could show the complete melodic structure
(van;a = melodic movement) of a particular riiga. In course of time two types of
var!Jam came into being, that is to say, a tiina··var!Jam device for vocal performances
and pada-var!Jam which was meant to be danced. In the latter type the sol fa
passages were provided with a text consisting of regular words (pada) and syllables
indicating the drum strokes (colluka{tu = pii{a). The tiina-var!Jam was obviously

ll

For the text of this song see Sambamurthy 1986, II: Slf.
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named after the improvised riiga patterns and phrases (tiina) which the soloist singers
used in their recitals as part of the introduction (iiliipa) to their songs. The van;am,
however, had no improvised introductory iiliipa, but precomposed sets of sol fa
passages within the song itself.
The great South Indian saint--composer Tyagaraja used this rich musical form,
from the Tanjore court, in his devotional music. Of his five famous Paficaratna
kirtanas in the grand (ghana) concert riigas iirabhi~ iiririiga, gaula, na(a and variili
we shall examine the first one, 'Siidhif1cene' .12

pallavi
Sadhiiicene 6 manasa
anupallavi
Bodhificina sanmarga vacanamula
Bmiku cesita bat(inapagu

carw;a a.
Samayaniki dagu mii!alaqene
e{{ugada svara siihitya
1. Devaki Vasudevula negiftcinatu
2. Rali.gesuqu sadgali.ga janakuqu
sali.gltasampradayakuqu
3. G6pijanaman6ratha mosali.ga
lekane geliyu jesevaqu
4. Sara caruc,Iu sanaka sanandana
sanmuni sevyuqu sakaladharuc,Iu
5. Vanitala sada sokka jeyucunu
mrokka jese paramatmuqadiyagaka
Yas6datanayuqaftcu mudambunanu
muddu beqa navvucui_J.qu hari

12

He has overpowered me, oh mind!

Belying his own words teaching correct
behaviour, he carried out what he wanted
to,

uttering words to suit the occasion.

He subjected Devaki and Vasudeva to
trials.
Master of the stage, source of the holy
Ganges, follower of the music tradition.
Without fulfilling the hearts' desi,es of
the milkmaids he teased and taunted them.
Strong and handsome, worshipped by the
true sages Sanaka and Sanandana he
carried everything.
He always made the ladies pine and
surrender
to him, the Supreme Being.
Posing as the child of Yasoda, he
let her kiss him and smiled at her.

For the text and the translation see Ramanujachiiri and Raghavan 1966: 427-429; Jackson 1991:
308-310; Tamil music notation by Srinivasa Ayyar 1981: 11-15.
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6. Parama bhaktavatsahH,Iu sagm~a
managhu<;ll kali
badhala dircuva<;Ianucu ne h~d
ambujamuna jiicu cu~<;iaga
paravaru~<;lajanma

7. Hare ramacandra raghukulesa
M~dusubhli~a se~asayana

Paranarisodaraja viraja turaga
Rajarajanuta niramayapaghana
Sarasiruhadalak~a yanucu
Ve<;lukonna nannu ta brovakanu
8. Srivenkate~a svaprakasa
Sarvonnata sajjanamanasanniketana
Kanakambaradhara lasanmaku!akm~<;lalavirajita hare yanucu ne
pogaqaga tyagaraja geyucJu
manavendru<;laina ramacandru<;l u
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Though he loved his devotees like a mother,
virtuous and born without sin, when I was
searching in the lotus of my heart hoping
that he would free me from the troubles of
the Kali age and praying to him, chanting
his glorious names, he evaded me.
Lord Ramacandra, Lord of the Raghu clan,
who has a sweet voice, is resting on the
cosmic serpent, brother to all women,
unborn one, riding Garuda, adored by
emperors, always young, with lotus eyes.
Speaking like this, calling out to him, he
would not save me.
Lord Verikatesa, Self-shining brilliance,
whose abode is the heart of the righteous,
clad in golden robes, wearing a bright
crown and earrings, Hari, praising you like
this, sung by Tyagaraja,
emperor of men, oh Ramacandra!

carm;a b. (anubandha)
Sadbhaktulu na<;lata !ipa nene
Yamarikaga na puja gonene
Yaluga vaddanene
Vimukhalato jera boku manene
Veta galigite talukommanene
Damasamadi sukhadayakU<Jagu sri
Tyagaraja nutu<;lu centa rakane

He said 'Those are true devotees whose
character is good'
and accepted my worship lovingly.
He said: 'Never loose your temper nor
associate with the godless and if sorrow
comes to you, bear it patiently'.
As giver of self-control and peace of mind
he is worshipped by Tyagaraja even
without coming near.

In the pallavi, anupallavi and first part of the caraFJa (a.) of this kirtana the
composer describes an inner conflict. In the text (siihitya) to the sol fa passages
(e{tugada svara) elements from Hindu iconography and mythology are mentioned to
illustrate this conflict. The second part of the caraFJa (b.), the so-called appendix
(anubandha) which is only found in the older varFJam compositions, contains the
answer of the god and the solution to the problem. The musical structure of this
song runs parallel to the general outline of the text and the development of its
meaning. The melodic phrases of caraFJa (a.) and the e{{ugada svara are all
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variations of the pallavi theme. As in many other traditional kt:rtana the composer
uses musical material of the anupallavi in the second part of the cara!Ja (b), because
it comfortably leads back to the return of the pallavi refrain. In this case it is also
significant, because the words of this concluding part (caraf!a b.) are again the god's
words of admonition like the 'words teaching correct behaviour' in the anupallavi.
According to modern South Indian musicologists Tyagariija composed this
kfrtana 'Sadhificene' and the other four Paficaratna kirtana in the style of the
tiinavarf!am. However, the kirtana 'Sadhificene' has some characteristic features
which point towards the padavarf!am. Its general rhythmic flow is less monotonous
than in the usual tiinavarf!am and the text of this song contains drum syllables
(collukattu) such as dhif[l, na, ki, ta, etc., which are only found in the padavarf!am.
In this case the drum syllables are most probably not pure collukat(u indicating the
rhythm of the drummer and the dancer. As part of the words they may have
intentionally been used here by the composer as a reference to the dance of the god
K~~~a with the milkmaids mentioned in et(ugada svara siihitya no. 3.
The question··answer structure of this kfrtana may remind us of the lavm;i ballads
from Mahara~tra, which in the seventeenth and eighteenth century during the reign
of the Mariitha kings became very popular in Tanjore. The Saitgltasiroma~i, a
fifteenth century Sanskrit treatise on music, describes a question-answer song, called
sukasarikii, which contained drum syllables as well as regular words. It is said that
this song was very popular in Gujarat and Kar!}<'[!aka (Nijenhuis 1992: 451, verse
612-614).
In this article I have tried to prove that with the introduction of new types of
song in traditional Kar!}ii!ak music the medieval prabandhas did not vanish from the
earth. Further research may show to what extent the techniques and principles of the
older prabandha compositions were continued in later South Indian songs.
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TOWARD A PRACTICAL GRAMMAR OF

Rembrandt F. Wolpert

Abstract
The process of developing computing tools for encoding, transnotation and analysis of sources for
Japanese Court-music suggests that transnotation of such sources into Western staff-notation may well
lead to distortion of their intended function. Overlay of transnotation into staff-notation with layers
of critical mmotation is rejected on grounds of possible bias towards a singular interpretation and of
possible clouding of the cognitive processes essential for the performer.

Although the title of this paper 'Toward a practical grammar of togaku' 1 can be
interpreted as an 'homage' to Mario Baroni (1981), its aim and content do not claim
similar status; it simply points in the direction of a new research method proposed for
manuscript-based Far Eastern musicology.
The genre of Japanese music which is used as a vehicle for testing our method
is that of togaku, a sub-genre of gagaku, referring to musics originally introduced
from or via China before the end of the tenth century A.D .. The 'practical grammar'
in the title, however, may need some clarification - and, indeed, is the single point I
hope to convey in this paper. To begin with, a little history. As a pupil of Laurence
Picken, I was one of the transnotating scribes of his monumental 'Music from the
Tang Court'. The repertory of togaku appeared -to me at least- as a great mountain
of notation that I somehow had to transnotate, and then brood over to make some
sense of. Already as a student in 1973 I therefore proposed the use of computers for
the transnotation task2 • For one or other reason this did not materialize then as an
1

This is a slightly revised version of a paper (with the same title) presented at the 33'd World
Conference of the International Council for Traditional Music, Canberra, 5-11 January, 1995; I am
indebted to David Hughes, Allan Marett, Elizabeth Markham, Steven Nelson, and Laurencc Witzleben for
comments on the paper during and after the conference, to Greg Markham for technical assistance, and to
Lesley Jackman for providing time when it mattered. I have tried to accommodate the discussion in this
printed version.
2

Inspired by Bob Sloss' experiments with Chinese word processing at Cambridge University's
Chinese Language Project.
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active undertaking, although I did develop an -admittedly rudimentary- system for
encoding the tablature for the gaku-biwa, the four-stringed lute used in the
gagaku-ensemble. The principle I suggested then is still at the heart of my
tablature-code today: each single symbol employed in the tablature is represented as
a single symbol in the tablature-code, and the lay-out of the tablature-code is kept as
close to the original as is possible. In more modern terms that meant having one
symbol in the original represented as one symbol occupying one byte in the code,
and to swivel the columnar top to bottom layout of the manuscripts by 90 degrees
into a left to right format to facilitate input from a Western keyboard, using Western
symbols in the tablature-code. Neither decision is as frivilous as some might think at
first glance: afterall, Japanese notation utilises Chinese, a writing system as alien to
Japanese as is our Western script, and Chinese can -and is- written in any direction
the writer chooses, top to bottom, right to left, or left to right. The avoidance of
Japanese input has, however, another more principal reason: as Japanese script is
pretty much a hotch-potch of different syllabaries and an ideograph-system directly
taken over from China, Japanese is also represented in computer-terms as such. An
equation one symbol equals one byte is simply not on. Japanese script in computer
terms may occupy one, two, or even three bytes3 •
In a transtabulation-system such as the one I propose, one of the major points is
to make sure that whatever one does can be reverted at any time. When this rule is
applied to transtabulation, the code can serve at any time as the basis to re-produce
the Japanese symbols. This procedure also permits the output of a printed version, a
sort of first step towards a printed 'edition'. Neither the input nor the output requires
any understanding of the notations encoded. We are dealing simply with the
mechanical transposition of one graphical set of symbols over to another. Nothing
even resembling interpretation is involved. My system for transtabulation has been
described at several occasions, including conferences and colloqia sponsored by
ICTM (Wolpert 1991, 1992a, 1992b, 1995), but I think it may be useful to
summarize it here briefly again.
The twenty primary tablature-signs, that is, the signs which denote the
open-strings and fret-positions on the gaku-biwa are assigned the first twenty letters
of the alphabet. The order follows the Japanese model of listing: beginning with the
set of open strings - and there with the lowest string of the instrument - the tablature
signs are set out across the fingering board. My code consequently assigns the letter

3

Ken Lunde (1993) describes this point very well - his persuasive attempts to have one accept a
'non-standard' for the sizes of Sino-Japanese ideographs can in reverse also be taken as a strong argument
for the path followed here. Since alignment is crucial in the discussion of columnar input, the use of
Japanese systems of computer-input would complicate (and obscure) matters unduly.
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A to the first listed string (the lowest), the letter B to the open string next listed, etc.
The Japanese manuscripts proceed in the same order through all fret-positions leaving
us with the following string- and fret-designations:
(1 a) Tablature-code for primary tablature-signs for gaku-biwa 4

A

1

BL 1 c7 1

I -------1 -------I

F

.XI

F"f-1

G

I

I --·--·----·1 ------I
I{vl
Jf" I Kt. I

R

----1-------1------1

M11

Nul

0~

I

---1-------1------1

T

s

Q3:f'1

R.:ll

I

I

SZ-.1

Big tablature signs in the original are represented by upper-case letters in the code,
small tablature signs by lower-case letters: A a, B b, Cc, D d, etc.
(1 b) Tablature--code for secondary and tertiary tablature-signs
%
ka
hiku
tei
I
intra-linear mensura! marker (binary unit marker)
*
"
hyaku
kobyoshi
(in red:) phrase-marker
(in black:) sign replacing the intra-linear mensura! marking

-V

J
4

=
@

the sign ni - repetition sign
the sign do - 'al segno'

A

backward plucking of string
more than one string plucked simultaneously

{}

The numbering of strings found in previous diagrams has been removed: the sources do not usually
provide string numbering; following the Japanese order of presentation in the alphabetical order of
tablature-encoding, this additional help for a Western reader seems now supert1uous.
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yuri

\

\

(in original usually red) backslash

Additional marking
end of ostinato marker
The point of departure for developing a transtabulation-system for the notations of
Japanese gagaku was the transnotation-exercise for 'Music from the Tang Court';
writing a transnotating-programme from tablature into Western staff-notation for
gaku-biwa can be equated with writing a grammar of the tablature: an automated
transnotating programme will only succeed when all aspects of the tablature are
understood. Inconsistencies are not tolerated by the machine. The obvious tool for
writing a transnotating programme was yacc, 'yet another compiler compiler' 5, which
takes a context-free LALR grammar and converts it into C-source code. While
working on the grammar that was to serve as the basis for the transnotating
programme two things about the tablature for gaku-biwa became clear to me.
First, that the tablature is incredibly consistent, and that small differences in
notation are usually of relevance for the interpretation of the notation; scribal errors
are rare, and are usually found in the most obvious places, where the concentration
of the original scribe lapsed because of the obviousness of the notation - and not
because the notation had any difficult aspect at the particular spot. A typical example
of an obvious scribal error is the solitary mixing-up of the primary tablature-signs B
and N; context provides here in all cases an obvious answer.
Second, and most important, the tablature provided a much greater insight into
the internal working of the intended music than the transnotation into Western
staff-notation could ever achieve. This of course is stating a known, old fact, which
is nevertheless worth stressing again. Not only are indications of timbre encapsulated
- until now seen as a main advantage of tablatures over pitch-notation; but in the case
of Japanese gagaku-notations for lute, evidence of guidelines for the performer for
the application of, for example, rhythmical modes are only visible in the tablature,
and cannot be deducted from transnotation into staff-notation. To provide the
information available in the original tablature on a transnotation into staff-notation a
huge array of extra symbols would be necessary - in other words, a tablature on top
of the staff-notation. Furthermore, and rather crucial for the researcher, this method

5
For the technical description of Yacc, see S.C.Johnson (1975); an excellent introduction into this
essential tool is John R.Levine, Tony Mason, and Doug Brown (1992).
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would put forward one possible realisation of the tablature in performance as
'standard' or 'preferred', thus clouding the multiple interpretations that may be
enshrined in one tablature.
As a result of the exercise to write a computer-programme for automated
transnotation from Japanese lute-tablature into Western staff-notation, the latter
became unacceptable but for the most obvious, pitch orientated research-purposes. I
am, of course, not disputing the usefulness of a transnotation into staff-notation for
the convenience of the tablature-illiterate - the majority of readers of a scholarly
paper on gagaku would not appreciate the lack of staff notation ... and I have spent
a lot of time writing a nice programme for transnotation into Western staff notation,
which I obviously want to use. For anything more, however, it is paramount to
conduct the research on the tablature or a faithful representation thereof, a lesson
learned from writing a transnotation programme.
I would like to demonstrate the difference in information between a transnotation
and a transtabulation on two brief examples. First, an example to demonstrate the
guiding function of a tablature in the application of rhythmical modes. I have written
several papers on rhythmical modes and rhythmical variation in Japanese gagaku;
here I want to show the systematic application and omission of secondary tablature
signs which provide the clue to the application of a particular type of rhythmical
mode.
The transnotation is what some readers may recognise immediately as a typical
example from 'Music from the Tang Court' - but for the fact that pieces from this
mode have not yet been published, and perhaps that the transnotation does not allow
for scribal errors, a term I always first suspect as standing for 'not quite understood
by the transcriber'. It stands solidly there; to apply something like a compound meter
from this transnotation isn't that easy: a performer from a western staff-notation
would probably make mistakes. If we look at the representation of the tablature,
however, we are immediately struck by certain tablature-features on the even units in
each ostinato of eight units: the percentage-sign, standing for the tablature-symbol ka
is regularly absent on uneven beats, and with certain exceptions that are to be
explained from other aspects of the tablature, regularly present on even beats.
Applying a compound meter on the basis of the tablature is straight forward: uneven
units could occupy twice the duration of even units. Also, the application of other
compound meters, with a different ratio between the duration of units can easily be
accommodated. Most important for us, however, is that we see how the performer
was operating when confronted with the tablature.
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Sekihaka-Torika, Ha, Do-kyoku, gakubyoshi
!

1

2

5

7

Example 2a: Transnotation (Ojiki-jo) Sekihaka-torika, db-kyoku. gakubybshi

. '
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Unit 1

Unit 2

Unit 3

Unit 4

Unit 5

Unit 6

Unit 7

Unit 8

A
DLhl
{NC}LLhl
LN
FLT
LLh
Kgk
LKgk
LKgk
CF

SL%Lh
NC
L%N
CT%Lhl
DL%Kgk
K%A
K%E
K%C
T%Lhl

DLh
HA
Kgk
CKgk
{NC}Kgk
LLh
{SD}Kg
KKg
SLhl
HTpt
{NC}LLh

H%A
S%Kg
K%S
K%N
K%A
H%A
G%N
G%N
L%Lh
T%H
NC
H%A

SKgk
GKgk
DLhl
CKgk
S{NC}
SKgk
CKgk
CKgk
HF
L-hl
Kgk

K%Kg
K%S
L%Lh
K%A
Nfb%H
K%S
K%E
K%C
T%Lhl
L%L"
K%E

GKgk
DKgk
HF
SN
Lhl
DLh
HF
{NC}-

K%S
K%C
T%l.hl
C%l.hl
L"hl
H%Lhl
T%UJ1
NC

FHLhl

T%UJ1
L%N

s

Example 2b: Transtahulation Code (Ojiki-jrJ) Sekihaka-torika, drJ-kyoku, gakubyrJshi

My second example seems to bring us one step further away from the performer, and
much closer to the compilers of compendia for gaku-biwa, themselves most likely
expert performers of the instrument. It has always been a puzzle to me why the
originally 12th-century compendium for gaku-biwa attributed to Fujiwara Moronaga,
Sango-yoroku, containes most pieces in the mode-key banshiki in two different
tunings. The tenth scroll of the manuscript uses a tuning also found in older
manuscripts such as the lute-tablatures attributed to the 11th-century lutenist
Minamoto no Tsunenobu; the eleventh scroll introduces a tuning that became
dominant - and eventually the only tuning used for pieces in banshiki. Changing the
tuning requires a complete re-writing of the tablature. And changing the tuning also
results in changes in the melodic contour of the pieces. It is, therefore, not just a
minor step.
A couple of years ago I raised the question of the re-writing of tablature into a
different tuning in Fujiwara Moronanga's Sango-yoroku at an ICTM Study-Group
meeting in Smolenice. I still do not know what prompted the re-writing of the scores;
and I do not know if these re-writings were the idea of Fujiwara no Moronaga
himself. Those with more easy access to Japanese source-material may be able to
give us the answer to this. What I find most interesting, however, is that this
re-writing followed strict rules, so much so that we can again abstract a set of
re-write rules, and generate a re-tuned version of the tablature by computer.
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Oa:
Ob:
Oc:

?12.m11: Manshiiraku Ha 2nd tuning+
?16.cmp: Manshuraku Ha COMPUTER GENERATED 2nd TUNING+
?16.m10: Manshiiraku Ha 1st tuning+

la:
lb:
le:

A
A
N

2a:
2b:
2c:

c

0
0
G

Sos
Sos
Kgk

So
So
Kg

AG
AG
NC

Sos
Sos
Kgk

AG
AG
NC

R
R
T

Jfj
Jfj
Lhl

A
A
N

G
G

3a:
3b:
3c:

Sos
Sos
Kgk

S%H
S%H
SD

Sos
Sos
Kgk

BH
BH
AS

4a:
4b:
4c:

J
J
B

Sos
Sos
Kgk

So
So
Kg

Sa:
Sb:
Se:

J
Fj
HI

Rnr
Rnr
Tpt

A
A
N

6a:
6b:
6c:

A
A
N

G
G

7a:
7b:
7c:
Sa:
8b:
8c:
etc ...

G
G

c

G
G
{NC}

-

Tp
Tp
Lh

BH
BH
SD

F
F
H

Jfj
Jfj
Lhl

AG
AG
NC

Sos
Sos
Kgk

AG
AG
NC

{AG} {AG} {NC} -

G
G

c

0
0
G

Sos
Sos
Kgk

B
B
A

H%Sos
H%Sos
S%Kgk

c

R
R-nr
T-pt

C%F
F
H

11L-

fj
fj
hl

R
R
T

Jfj
Jfj
Lhl

Sos
Sos
Kgk

S%H
S%H
SD

Sos
Sos
Kgk

BH
BH
AS

Tp
Tp
Lh

BH
BH
SD

F
F
H

Jfj
Jfj
Lhl

J
J
B

Sos
Sos
Kgk

So
So
Kg

AG
AG
NC

Sos
Sos
Kgk

AG
AG
NC

{AG} {AG} {NC} -

Example 3: Comparison of re-writing by 20'h century computer (b) and by 121h century scholar (c)
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The piece used for demonstration is Manshuraku, ha. The top line in a system of
three lines is the piece as in the 11th scroll of Sango-yoroku 6 , the second line is the
computer-generated7, re-tuned version, to be compared with line 1, and the third line
is the version as notated in scroll 10 of Sango--yoroku, the version that served as the
basis for the computer-rewriting (Example 3).
The manuscript-sources for Japanese gagaku exhibit then a highly developed
notational system, a tablature which enshrines in one notation the seeds for sets of
rhythmical modes and/or variants for performance. From these notations we can
follow the mental steps of the compilers of early sources in their attempts to provide
contemporary as well as without doubt future generations of performers with clear
instructions for performance.
The re-writing of a re-tuned version of a set of tablatures enforces this view
of the systematic nature of the sources. This systematic nature of the sources in turn
requires from us an approach that matches the aspirations of the original authors.
Only by examining the tablatures are we in a position to follow their steps.
Transnotation into Western staff-notation alone will lead us to 'rushed, premature
generalizations', and blind us to the ingenious notational devices of the 12th century.
The several layers of rhythmical and metrical information provided in the tablature
would be prejudiced by giving one or even some of the possible realizations in a
'definite looking' Western notation, such as given, for example, in many Chinese
publications on Chinese tablatures. A grammar of the tablature developed for
transnotation of the sources has shown the inadequacy of transnotation for a deeper
understanding of the mental processes required from performers and compilers alike.
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FEMALE FOLK SINGERS IN JIANGSU, CHINA

Antoinet Schirnmelpenninck and Frank Kouwenhoven

Abstract
The underdog position of women in traditional China is amply documented. Women were barred
from public life and were considered inferior beings. They were kept indoors most of the time. Yet,
in our fieldwork on folk song in China, we encountered many women who could sing shan'ge, the
rough, bold and loud songs which are known primarily as the repertoire of men working in the fields.
How did women learn such songs? When and where did they perform them? How can we reconcile
a female shan'ge tradition with the popular image of Chinese women as 'shy' and 'delicate'
creatures? Perhaps it is necessary to clarify the picture of men and women in the Chinese folk song
tradition. In this article we take a closer look at female folk singers we met in Jiangsu Province (in
the eastern coastal part of China, near Shanghai).

Most of our fieldwork on Chinese folk songs was carried out in part of the so-called
Wu dialect area. A few essential facts about folk song in this region may be helpful
for the reader. From all accounts folk singing was common in many parts of the area
in the first half of this century, before industrialization and political changes led to a
rapid decline of the tradition. Singing used to be particularly popular during
communal work in the fields and in the evenings, when people enjoyed leisure after
a day of hard work. In the lower central parts of the Yangzi river delta, rice
cultivation resulted in rice planting and weeding songs in a variety of forms (solo or
with lead singers and choruses). Folk song was less rich in the outer parts of the river
delta, with high-lying ground where cotton (a dry crop) was grown. Today, it is
mainly older people who still show an interest in folk songs. The number of active
singers is rapidly decreasing, and folk songs are no longer sung outdoors. They are
mainly sung in organized recording sessions. Most of the singers in our own
fieldwork are older than sixty.
As elsewhere in China, love songs are the favourite genre. Songs for ritual
occasions include bridal songs, funeral laments and various chants for worshipping.
Poetry dominates over music in the folk songs of the Wu area. Singers know only a
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handful of tunes to which they sing hundreds of texts. The size of singers' text
repertoires ranges from a few lines to ten thousand lines or more.
Outdoor singing used to be loud and vigorous, as everywhere in China. There
could be competitive dialogues between soloists or groups. 'These songs were a
good cure for depressions', one singer recalls. 'They chased away one's depressions.
They resolved boredom. You started singing, and the dreary work became fun again.'
In summer, the air was filled with the sounds of the so-called shan'ge ('mountain
songs') which were as familiar to villagers' ears as the twittering of birds or the
grunting of pigs.

Male and female singers
Over a period of seven years we interviewed more than one hundred singers, 66 men
and 39 women. Most of them lived in a fixed place for most of their lives - in the
case of the male singers usually their native village - and they did not travel around
very much. Folk tunes and textual repertoires did spread around - it is not difficult
to imagine the most likely ways and means of transport. Marriage was in most cases
inter-village and patrilocal, i.e. women changed residence at marriage. 1 A girl would
take whatever songs she knew to her husband's village. Hired labourers, boatmen,
itinerant beggars, pedlars and travelling professional singers would pick up songs
along the way and carry them wherever they went.
The singers in our study all work - or worked - in the fields, but beyond this
many had other occupations. We met factory workers, technicians, teachers,
fishermen, administrators, doctors, pedlars, barbers, tailors, craftsmen, shopkeepers
etc. Roughly one third of those who were interviewed were literate or half-literate.
There is evidence that literacy had a considerable impact on the Wu folk song
tradition. 2
We have not examined singers' economic conditions in much detail. There are
clear disparities in living standards, but these do not necessarily reflect the conditions
of the past. There is evidence of traditionally distinct song repertoires (or
performance traditions) for peasants, fishermen, cowherds, women doing indoor
work, itinerant beggars, pedlars, house-builders and a number of other groups.

-------------------1

Rural marriage in China has changed in various ways since 1949, but has remained strongly
patrilocal (Lavely 1991 :286-312).
2

The topic will he dealt with in: A Schimmelpenninck - Music and Language in the Shan'ge of
Southern Jiangsu, PhD dissertation, Leiden, currently in progress.
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The majority of performers in our study (57 percent) are male singers. The actual
percentage of male singers in Jiangsu may be still higher: 65 percent or more. 3 This
imbalance must be ascribed partly to the predominance of men in the Chinese
population, caused by factors like female infanticide, in which Jiangsu is no
exception. During the past three centuries this province has always had more men
than women. A twenty percent difference was normal but in some periods it could be
as much as sixty percent. 4
There may be additional reasons why most of the (reported) singers in Jiangsu
are men. It appears that women were less active in singing shan'ge --the backbone
of the local folk song tradition - although this was balanced by their cultivating of a
song repertoire of their own, xiaodiao ('little ditties'). Below we will examine
distinctions between the songs and performance habits of men and of women in more
detail.

'Inside persons'
The underdog position of women in traditional China is amply documented. Women's
social rights were few or none, their 'duties' many. Their mobility was limited.
Women were mostly kept indoors. A common Chinese term for '(my) wife' is
neiren ('inside person'). Compare the Wu dialect equivalent wuliren ('person in my
room').
It seems that women in the countryside had somewhat more freedom of
movement, but the traditional pattern predominated: 'men do work in the fields,
women do the weaving'. Arthur Smith, who witnessed village life in China in the late
nineteenth century, stated that 'tens of thousands of women had never been two
miles away from the village in which they happened to be born' - not until the time
of their marriage, that is, when a woman moved to the village of her husband. Smith
also observed that women received virtually no education. Daughters left their
parental home at marriage, so investing in a girl's future was viewed as 'weeding the
field of some other man' (Smith 1899:262, 264).
Pictures from the Wu area in the early part of this century show village women
sitting in front of their doorways, shyly looking away from the photographer, their
backs turned to the outside world. How could such women learn shan'ge ·- the bold
and loud songs that were mostly heard in the rice paddies?

3

A survey of 646 singers in Jiangsu published in Suzhou in 1989 has 419 men (65 percent), 190
women and 37 sex unknown.
4
Wang 1984:469. The earliest male/female rates in this source date from 1796, 1811 and 1816. In
1983 there was still a male 'surplus' of 4 percent (Yang 1984:10-12).
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Work in the fields
Little girls were allowt;d to play with other children in the village, but after the age
of twelve they were usually kept inside with their mothers to do household work and
silk reeling. Most of the (older) women in our study said that they learned singing
very young, in their parental homes. They picked up songs from elder women or
visitors:
'I was still a little girl. In the evenings my grandmother told me folk stories and
sang soft ditties [xiaodiao ], while she wa'' "pinning or embroidering. During the
daytime she sang shan'ge. It was she who taught me to sing.' 5
Girls primarily learned so-called xiaodiao, songs in a regular rhythm which were
sung by women in the domestic environment. Exposure to the shan'ge tradition in the
fields was limited, but women were not barred from that genre. Japanese field
investigators in the 1930s and 1940s who visited the heart of the Yangzi delta plain
reported relatively little farm work being done by women and children (Huang
1990:52). But women were still a reserve force that helped in the fields at the critical
times of planting and harvest. In Huangdai village we recorded the following lines:
If the rape-seeds have but one flower left
We all put aside our spinning wheels. 6
Women in Huangdai apparently interrupted their spinning and weaving to help with
the planting of rice seedlings. In other periods of the year, women's work in the
fields was limited to assistance in threshing, and sometimes operating irrigation
pumps. In all these activities they were able to acquaint themselves with shan'ge.
The practice of foot-binding made it difficult for Chinese women to contribute
extensively to outdoor work, but bound feet were less common in eastern China than
in the north, and the practice did not always prevent women from joining in field
labour. 7 In the high-lying periphery of the Yangzi delta, women and children

5
6

Interview with Lu Ruiying (b. 1932), Baimao, 14 April 1992.

Sung by Lu Dagen (b. 1919), Huangdai, 7 May 1990. The withering of the yellow rape-seed
flowers was a signal to start ploughing the fields. This was followed immediately by planting.
7
Sporadic reports refer to women with bound feet who were forced to work in rice paddies. Fei
Xiaotong was appalled to see it happen in Lucun in Yunnan Province in 1938 (Fei 1945:110-111). Other
reports refer to women without bound feet who participated freely in land cultivation. One traveller in
Qinghai saw such women in the 1930s, singing shaonian (northern folk songs of the shan'ge type) while
weeding (l'rippner 1952:264-305, specifically p. 267). Foot-binding was formally abolished by the Empress
Dowager in an edict issued in 1902. From field labour data collected in 1921--25 it appears that
approximately one third of all hired and family labour on Chinese farms in east central China was carried
out by women. In northern China, it was only 11.8 percent, presumably due to the fact that foot-binding
was more prevalent in that part of the country (Buck 1930:235).
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participated in cotton cultivation ever since the late Song Dynasty (Huang
1990:47-48; see also Elvin 1977:445-447). Admittedly, cotton production was
associated less with shan'ge singing than was rice cultivation.
How do we know for sure that women participated in shan'ge singing during
their brief stays in the rice fields? The very nature of shan'ge the loudness required
in performance, the bold character of some of the lyrics -- may have discouraged
some of them from joining in the singing. Girls were not supposed to attract
attention:
In the East the rising sun touches the bamboo poles.
Indoors, a girl steams glutinous rice.
In the fields she is afraid to be loud-voiced.
Feigning to comb her hair, she beckons. 8
But several women told us that they had been active as shan'ge singers in the fields.
Needless to say, female outdoor labour increased enormously after 1949, as a
consequence of the social changes wrought by Communism. Young female singers
in Baimao village said that they began to work outdoors at the age of 12 and picked
up shan'ge in the fields, like boys their age.

The art of concealment
First, let us take a closer look at the 'domestic' performances of women. Xiaodiao
were sung unaccompanied or to the (unisono) accompaniment of an erhu (Chinese
two-string fiddle). One male singer recalls how, as a young boy, he accompanied
young girls:
'They had nothing to do after dinner, so on summer evenings they went out into
the courtyard to sing and to teach each other love songs. If men joined them they
stopped singing, because most of the songs were about "my love, my dearest".
Girls were afraid to sing such things in public because people might tease or
reproach them: "ah, you are love-sick!" It was mainly young women who sang.
Older women were always busy. Once people got children, they sang very
little.' 9
The presumed 'shy' nature of women and the tendency to conceal personal feelings
are much in evidence in the delicate metaphors in many love songs. The word
usually applied in this context -- by singers as well as by folklorists - is hanxu,
'veiled', 'implicit'. The lyrics were hanxu. But this art of concealment was

8
9

A Wu folk song, quoted in Dong 1984:219.
Interview with singer Jin Wenying, Shengpu, 11 May 1990.
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attributed to more than xiaodiao alone. Wu songs as a whole have been labelled by
several scholars as 'feminine, refined, reserved, cautious' (see for example Li
1984:223). It is difficult to accept such terms for the bold variety of lyrics we
collected in the Wu area, but it is true that a certain type of love songs fits the
description. Many songs portray, in subdued tones, the girl who is on the look-out for
a lover. When her mother asks her what she is doing, she replies that she is looking
at a pair of fish swimming in the river, or a couple of birds nesting. The quiet
implication is that she, too, longs for a companion.

Sex dualism
Contrary to what the above-quoted statement suggests, women were not always
reluctant to sing in the presence of men. A male singer in Baimao village remembers:
'Young women often sang xiaodiao while they sat embroidering under a tree. We
always went over to listen.' 10 Men listened to women, and were able to form
opinions on their style of performance and on the nature of the songs:
'Women have better voices. They sing the same tunes, but the sounds come off
better. They sing softer. Men sing rather coarse [cu ], women sing more artfully
[qiao ]. 111
'Women mostly sing xiaodiao because their throat is more chirpy fjiliguala ].
Men's voices are more straight. 112

'Xiaodiao are refined. They require a delicate voice [xi houlong ]. It is lovely to
hear women sing xiaodiao. Men have coarser [cu ] throats, more suited for
singing shan'ge. Take my own voice, it sounds so thumpety-thump
[gangcangcang] --not very nice to hear!' 13
Women generally went along with such views. Some said that xiaodiao were not a
genre for men because men's voices were 'coarser' and more fit to sing shan'ge. One
female singer particularly praised the ability of men to sing high falsetto parts:

'Da shan 'ge [a genre of groups songs] are only sung by men. Women usuaily
can't sing them. You have to go very high up with your voice.' 14

10
11

Interview with Fei Dexing (b. 1933), Baimao, 14 April 1992.
Interview with Jin Wenying, Shengpu, 17 October 1988.

12

Interview with Fei Dexing, Baimao, 14 April 1992.

1:l
14

Interview with Tang Qian'gen (b. 1918), Dongting, 29 Jan. 1989.
Interview with Lu Ruiying (b. 1932), Baimao, 14 April 1992.
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Plate 1: These women in Dingzha (northern Zhejiang) are skilled falsetto singers with very loud voices.
They are reportedly the last remaining ensemble specialized in group songs in the entire Jiashan region

But there is no reason to overemphasize sex dualism in the Wu folk song tradition or
to overstress the assumed 'modesty' of female singers. The woman who says that
'da shan'ge are only sung by men' is assuming knowledge about a genre that
disappeared from her village before she was old enough to hear it. The man who
defines the singing of women as 'delicate' and 'refined' may well be describing a
unique experience or an ideal rarely matched in reality. Sex dualism- China's yin
and yang- offers an all too easy model to 'categorize' and 'explain' reality. Singers
in Jiangsu are probably as susceptible to such stereotypes as people in any other
society. 15
Some differentiation is needed: most of the male singers in our study knew some
xiaodiao and many were fond of singing that genre. Similarly, most women knew
shan'ge and several used to be very active shan'ge singers. It appears that the

See Curt Sachs on male/female interpretations of musical pitches or musical instruments in A~ia
and elsewhere (Sachs 1962:94-99).
15
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'queens' of the repertoire
as some of them were called respectfully - were
venerated no less than the 'kings'.
Women 'sang softer than men', but the fact is that some of them sang rather
loud. Falsetto singing was not practised only by men, or accessible only to men. In
northern Zhejiang Province we recorded women who were skilled falsetto singers. In
Baimao old people assured us that women had participated in falsetto singing in the
past.
Unhealthy songs
Shyness, subservience, an inclination to withdraw, quiet and unobtrusive behaviour
- surely all these were typical female attitudes in the countryside. But they were a
stereotype rather than observed qualities, and there is no need to mythologize their
dimensions. What kind of songs did young girls sing when there were no
eavesdroppers around? In 1981 local officials organized a folk song session with a
group of old women in Changqing village. A cultural worker reports:
'They were so merry and excited! They had not sung love songs since their
early youth, more than half a century ago. And now, in their late seventies and
eighties, the local government had asked them to sing these songs again, in an
organized meeting! As soon as I arrived they began to sing, and they could
hardly control themselves. "Let me sing this one!" "No, you're doing it all
wrong, let me sing it!" They had been told that no one would criticize them for
what they sang, so there was no need for them to be afraid. Then we noticed that
some of the songs really were ... eh, well, unhealthy, one might say. One
colleague advised me to keep the door shut. The session was attended by some
younger people in their thirties and forties. They had never heard such songs!' 16
Young girls in the Wu area could apparently be as down to earth in their love songs
as men. Consider the following statements by male singers:
'Dirty songs [hun'ge] were not sung by women. They did not want to hear such
songs.' 17

16

Interview with Qian Xingzhen, folk song collector and cultnral worker at the Suzhou Opera
Museum, 19 April 1990.
17
Interview with Jin Wenying, Shengpu, 11 May 1990.
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'Women didn't sing dirty songs. It was something for men. Women could never
get the upper hand in dialogue songs, you see. They didn't understand as much
as the men did.' 18
'Women became ripe at an earlier age than men. Hence they were also bolder
and more imperative in the dialogue songs.' 19
If women failed to 'get the upper hand in dialogues', it implies that they sometimes
tried to defend themselves in song. No doubt there were attempts by men to provoke
girls sexually. No doubt a normal response was to feign ignorance, but what girls
sang in private and among themselves was a different story. 20
Bold women
There are the erotic songs we recorded from women in the Wu area. The repertoire
was certainly not unknown to them. Suffice it to quote one- very modest-- example.
I prefer a man who is fresh like a jumping fish.
Don't be afraid that mam and dad will lift the lid of our little private cooking-pan!
But mind you, if a claret lobster jumps into a pan
It turns pretty red when it gets cooked!
Many songs contain explicit invitations to have sexual intercourse. Some refer
directly to sex organs, but in most cases the use of metaphores is preferred. There is
also the story of Lu Amei (b. 1902), the 'Shan'ge Queen' of Luxu, who knew some
songs about homosexual love: before a folk song collector taped them, in 1981, Lu

18
19

20

Interview with Qian Afu, Dongting, 14 November 1988.
Interview with male singer Ren Mei, Wuxi, July 1987.

While shan'ge were a road towards love relationships, they were not a self-evident road to
marriage. Marriage in traditional society was determined by parents, and often pre-arranged while the
children were still very young, e.g. six or seven years old. Many shan'ge are concerned with 'private
loves' (siqing ), unofficial love relationships, not authorized by marriage - as if to escape the world of
formal ties and filial obligations. The sociologist Fei Xiaotong observed that children in villages southeast
of Lake Tai gave their parents a free hand in arranging their marriage affairs and always obeyed
accordingly. It was considered as improper and shameful to talk about one's own marriage and "there was
no such thing as courtship" (Fei 1939:40). The texts of the folk songs and the stories of some of the
singers in our study suggest that courtship did occur in the Wu area, and that a certain degree of personal
initiative and a good rapport between self-elected candidates and their parents was sometimes possible. But
the role which courtship songs played in matching was obviously limited. When asked whether their
partners in marriage could sing shan'ge, most of the singers in our fieldwork answered in the negative.
Couples who managed to turn their passions for each other and for shan'ge singing into marriage formed
a small minority. The love dialogues sung in the fields were primarily a celebration of youthful dreams and
(sometimes) opportunities for short-lived affairs.
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Amei went to a local temple to burn incense and ask the spirits forgiveness. Perhaps
it was only to guard herself against any possible political repercussions, but it may
have been a customary act of repentance for her. There are the sporadic reports on
courtship: women who told us that shan'ge had 'served as their matchmaker'
(zuomei). There are the accounts of women who were known as invincible dialogue
singers. They did not necessarily engage in erotic songs, but their behaviour was
hardly a show of modesty or subservience.
In the early 1960s, a woman in Baimao rose to fame after she 'beat' scores of
people with her quick and spirited replies in a dialogue session that lasted several
hours. She sang so loud and continued for such a long time that she lost her voice
and never fully regained it. Eventually she became a celebrated political 'model'
singer. 21
Perhaps the most telling example is that of Lu Qiaoying (b. 1895), a fisherman's
daughter from Changqing. At the age of twelve she hid in her father's boat while he
went out fishing on Lake Tai:
'The fishermen were singing shan'ge. But nobody could defeat the man in the
little boat who was known as the Great King of Shan'ge [shan'ge dawang ]. He
was just lighting a pipe to celebrate another victory when Lu Qiaoying, who had
been hiding under a blanket, sprang forward and sang:
'Hey you! Sleepy fellow with drooping eyes,
Take care not to set your lips afire!
If you're awake you can smoke, but if not:
Don't light that deadly pipe. You better pipe down!
Everyone burst into laughter. Lu Qiaoying became a shan'ge celebrity among the
fishermen. Her father no longed tried to stop her from going out and learning
shan'ge. The great singer Shen Baoquan taught her numerous songs. Later in life, she
often participated in local festivities and was greatly respected as a person and as a
performer. 122
Specific female genres
Traditionally the Wu area must have accommodated many kinds of female folk song
genres. Some have disappeared completely, others can now be found only
sporadically. No doubt prostitutes had their own bold songs to entertain customers,

21
22

Interview with Lu Ruiying (b. 1932), 14 April 1992.

Interview with Qian Xingzhen, folk song collector, 19 April 1990, Suzhou Opera Museum. See
also Qian 1986:123-124.
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as Feng Menglong's classical 17th century collection of Shan'ge appears to suggest.
Cradle songs were a very common genre - still much in evidence today but limited
in scope. The lullabies we heard in the Wu area were mostly textless melodic hums.
Some informants recalled singing or hearing bridal and funeral laments in their early
youth. We got scattered reports on this from Wuxi County, Chongming island and the
Lake Tai area. Wailing as an accompaniment to death rituals was primarily a
women's task. Family members of the deceased expressed their grief in song.
Sometimes, if families could afford it, a 'mourning woman' (ai sang po) was hired
for the task.
The laments were usually a mixture of singing and weeping, and were known by
such terms as ku diao (weeping songs), kusang'ge (funeral laments) kujiage (bridal
laments), or simply ku (weeping). There might be instrumental accompaniment, e.g.
a bamboo flute, but normally wailing was unaccompanied.
Funeral laments were part of a broader framework of funeral rites aimed at
appeasing the spirit of the deceased. The double purpose was to provide the spirit
with lasting comfort in the afterworld and to make sure it wouldn't return to harass
and haunt the living. Bridal laments were sung by women at the time of their
marriage, when they left their parental home and deplored their lack of freedom and
their fate.
Bridal and funeral laments had many fixed formulae but were often improvised.
People freely channeled their grief - including anger and self-pity. Funeral laments
could turn into bitter complaints about one's personal fate. The singers spoke out
frankly and occasionally engaged in dialogues. A woman who mourned the death of
her husband tried to 'move heaven and earth', but a daughter-in-law's mourning for
her mother-in-law was called 'a yellow weasel's fart' (Ren 1988:278). There could
even be family quarrels largely expressed in the form of weeping songs in dialogue
form.
Some Western scholars have pointed out close analogies between bridal laments
and funeral laments of the Hakka in southern China: the bitter fate of women is
lamented in both. Brides described their wedding as a preparation for death (Johnson
1988:135-163; see also Blake 1978:3-33, and especially p.22). We have not traced
such analogies in the Wu area, but the music of the two genres can be very similar:
a one-phrase melody ending in a sob.
Such a melody could serve as a vehicle to express grief on other occasions as
well. We recorded a woman in Tangli (Lake Tai) whose vegetable garden was
trampled. Her weeping song was an improvised appeal to imprison the offenders.
Bridal and funeral laments could be dissociated from their original context and
performed independently. Some singers were prolific 'mourners' who became
famous performers of the repertoire.
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Conclusions
A closer look at the folk song culture of Jiangsu Province shows that female singers
participated in the outdoor shan'ge tradition of the men. During certain periods of the
year women were involved in work in the fields, even before the 1950s when the
Communist goverment began to involve women more fully in outdoor work. Shan'ge
are frequently associated with erotic verse and with vulgarity. It appears that rough
and erotic songs were accepted by most people in the countryside, women included,
as an inherent and natural part of their local culture. These songs were frequently
sung in the presence of children and youngsters, ::nd both men and women
participated in the performances. Admittedly women mostly preferred to sing these
songs among themselves rather than in the presence of men, except in the case of
courtship songs, which could be sung in dialogue form together with men.
In the past, women in rural Jiangsu were treated as inferior beings and were
barred as much as possible from public life. But their presumed 'shy' nature, their
'unobtrusive behaviour', their 'soft and melodious' voices -- all these elements were,
to a certain extent, parts of a cultural construct which did not correspond to reality.
Such idealized images of women arose from dualist views with deep roots in the
past, but with little relevance to the nature of Chinese country women as we met
them in Jiangsu, and as they used to live in Jiangsu in the past.
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THREE THOUSAND YEARS OLD, BUT VERY ALIVE: THE GUQIN;
AN INTERVIEW WITH DAI XIAOLIAN

Marjolijn van Roan

Abstract
The very word guqin is full of the associations of an age-old, colourful history. The author Robert
van Gulik compared this Chinese musical instrument to the lute, which has an equally long, diverse
and dignified tradition in Western classical music. The playing technique of the Chinese 'lute' (in
fact, more a kind of zither) is highly developed and very refined. The guqin has a continuous tradition almost without interruption until today. Naturally there were times when the instmment was more
popular than at others, such as dming the Han dynasty (206 BC - 220 AD), while it was prohibited
during the Cultural Revolution for example; nevertheless the playing technique has progressed
steadily to the high level it has reached today. In the following interview Dai Xiaolian, a master of
guqin playing, tells about her experiences with the teaching and performance of guqin music.'

Introduction 2
In the summer of 1991 I had the opportunity to interview Dai Xiaolian, a master of
guqin playing, who was visiting Europe at that moment to give several concerts and
lectures. 3 Antoinet Schimmelpenninck, a specialist in Chinese folk music, was her
hostess in the Netherlands and offered to be interpreter during our interview. Dai has
been invited to come again as musician and lecturer to the ESEM/CHIME conference
in Rotterdam in September 1995; so it seemed appropriate to publish this interview
now. As well as conducting this interview with Dai, I heard some of her concerts and
lectures. She seemed to me a very lively and enthusiastic musician and very eager to
tell about her profession as a guqin player. I was interested to hear about her expe-

1

Dai Xiaolian was born in 1963; since her studies at the Conservatory of Shanghai, she has given
many concerts and made several recordings. Her guqin playing was recorded in Paris during her stay in
Europe, and this new CD is now available under the French label 'Audivis' (B 6765).
2
I am indebted to David Rowland and especially Loekie van Proosdij who read through earlier
versions of this article.
3
In the Netherlands these lectures formed part of the lecture series 'Music in China', organised by
the University of Leiden in co .. operation with the University of Amsterdam and supported by CHIME
(European Foundation for Chinese Music Research).

276

MARJOLIJN V AN ROON

riences as a professional musician and Conservatory teacher myself. I was looking
forward to an exchange of thoughts and ideas concerning our profession. First of all,
however, I asked her about the qin and the way she learned to play this ancient
Chinese instrument. 4

Guqin and tradition
Dai Xiaolian's uncle, Zhang Ziqian, was one of the most important guqin master
players of this century. When Dai was nine years old, her uncle came to live next
door and became her devoted teacher and musical 'father' from that moment
onwards. He gave her a one- to two-hour lesson every day and so initiated her into
the art of guqin playing (see Dai Xiaolian 1991).
According to Dai Xiaolian, everyone today, regardless of status or class, has the
chance to learn to play the qin, although the instrument is rare. Not many people
come into contact with it, so that the circle of guqin players is a relatively small one
in comparison with other instruments.
In former times, however, the guqin was reserved for the Chinese aristocracy and
the intellectual elite, although it was also used at one time by Buddhist and Taoist
monks. It was only at the beginning of this century that it found its way to the
middle classes of Chinese society.
It is worth mentioning that both men and women have always been allowed to
play and teach the qin. Although fewer in number, there were some very important
female masters in the past. Among these, Dai Xiaolian mentions Cai Wenji, who
lived at the time of the Han dynasty, and Lin Qingzao, from the Tang dynasty (618
to 907 AD).
The instrument itself has a male and female part: yang is the upper part and yin
the underside of the qin. The yang part is made out of the yang side of a tree, the
side on which the sun shines, while the shady side is yin and goes into the making
of the female part of the instrument.
The guqin tradition still bears the traces of many different influences from the
past. When one reads old manuscripts about it, one is reminded of the prescriptions
of the aristocracy or the ideals of Taoism and Buddhism.

4

Qin is an abbreviated form of guqin.
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I confronted Dai Xiaolian with a list of rules which the author Van Gulik found in
handbooks of the Ming and Ch'ing dynasties. 5 Some of these prescriptions she found
acceptable, but most of them she considered absurd or out of date. To mention a few:
one should not play 'when there is wind and thunder, and in rainy weather', 'when
there is a sun or moon eclipse', 'for a barbarian', 'in dishevelled and strange clothes',
when 'not having washed one's hands and rinsed one's mouth' or 'in loud and noisy
surroundings' (Van Gulik 1969:61,62).
It is obvious that Dai Xiaolian does not mind playing for 'barbarians', as she
came to Europe to give concerts and lectures, but of course she did mind the 'loud
and noisy surroundings' at one of these concerts which I attended, where the
audience walked in and out and talked while she was playing. The guqin has a very
clear but soft sound, and Western ears especially need a lot of concentration to
follow all the nuances of qin playing.
Another rule that appeals to Dai is that the guqin should be played 'when
meeting someone who understands music' and 'when meeting a suitable person' (Van
Gulik 1969:61). She states that she will play for anyone who is interested, but it
makes her unhappy if people are indifferent to her performance.
Although many of the other rules sound ridiculous to the contemporary qin
player, Dai believes that it is necessary to study the old theories and rules about
performance practices. Only then is it possible to discover how the qin and its
technique were developed.
Since the revival of the instrument, there have been players who have even tried
to recreate the original surroundings and atmosphere of performances in order to be
able to understand these old ideals and be inspired by them. Some years ago there
was an open air qin meeting in China. Professionals and amateurs tried to realize the
ideal of uniting with nature through qin music, 'resting in a valley' or 'resting in the
shadow of a forest' (Van Gulik 1969:61 ).
Guqin-schools
Because of the revival of the guqin, the demand for instruments has grown. As a
result, a class of official qin makers (often originally woodworkers) has now made its
appearance, and instruments can be made on order.
In the past, qins were given as presents or passed on by inheritance via relatives
and friends. If a person was rich enough, they could try to buy one from one of these
circles or from a guqin master, who mostly possessed several instruments. These

5

The Ming dynasty rukd from 1368 to 1644, and the Ch'ing dynasty from 1644 to 1911.
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instruments might be more than two thousand years old, built by players in the Ban
period, the time of the guqin's greatest prominence.
Dai Xiaolian says: 'Nowadays a reasonably good instrument costs three times an
average monthly wage. If you want an excellent instrument, you must be prepared to
pay about three times more. A professional player likes to have an authentic old
instrument, but this is not easy to acquire. Because we don't have the phenomenon
of antique shops or auctions in China, it is very difficult to obtain such an old qin
without contacts in the circle of traditional guqin players. Only for a short period after the Cultural Revolution was it possible to find antique qins in simple bazaars,
where they were sold at ridiculously low prices.' Ridiculous, that is, in the eyes of a
guqin player educated by a master like Zhang Ziqian, who lived at the time when the
value of a guqin was measured by the degree of 'craquele' (crackle) of its lacquer:
the older the instrument, the higher its value.
At the moment the guqin is regaining its former dignity, so much so in some
cases that this sometimes leads to excesses; Dai said: 'In late Ban times, the guqin
had become so important as a symbol of prosperity and wisdom, that it was very
often only displayed as a showpiece, suspended on the wall, soundless, and sometimes even stringless. Now, after the Cultural Revolution, the revival of this instrument is such that there is a tendency again to use it as a status symbol (as a sign that
one is refined and intellectual). In some houses it has resumed its silent place on the
wall.'
There are different styles or 'schools' of qin-playing (called Qin-p'ai). Of all the
guqin schools, the Wu-school is regarded as the most important; it has the oldest
roots and has survived - with ups and downs - since the third century. It was split up
in the course of time into two main sub-schools, namely Guangling-p'ai and Yushanp' ai. It was in the seventeenth century that these seperate styles emerged.
Both schools maintain the tradition of performing the music of the old scores,
handed down from generation to generation. The melodical element is reproduced
faithfully in these performances, but the Guangling school in particular allows
rhythmical freedom or flexibility; timbre or tone colour is also a very important
ingredient in guqin playing; numerous nuances are possible and explicitly required.
To quote Dai: 'The Guangling school regards the guqin first and foremost as a
solo instrument. This is less true of one of the newest schools, Mei'an-p'ai. Its style
of playing is a combination of Yushan, folk music and Chinese opera. It has fixed
rhythmical patterns and is very recognizable by its glissando movements and the
colouring of tones by a constant vibrato. It also accompanies the singing of folk
music and is very often an imitation of this singing.'
In 1936 a society was founded, the 'Yu Qin Society', in which representatives of
these different schools were united. By means of this Society it was hoped to stimu-
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late the preservation and transmission of the qin tradition. The Society had a brief but
very important life of one year. In 1980 it was refoundcd, and Dai's teacher, Zhang
Ziqian became its director. Its influence on guqin performance practice in general has
increased significantly (sec also Dai Xiaolian 1991 ).
Dai Xiaolian makes her own contribution to the tradition by studying the
development of the Guangling school. She told: 'I am trying to make a pedigree of
teachers and pupils of this school and to go back to its very first beginnings. It is
quite curious and interesting, because it includes besides aristocrats and intellectuals,
also Buddhist and Taoist monks. The pedigree ends with the generation of Zhang
Ziqian. There arc so many students at the present moment that it is impossible to
keep everything in perspective.'
Learning to play the guqin
Dai had a traditional pupil-master relationship with Zhang Ziqian in which she was
guided day by day. She remembers very well how the learning process started: 'My
uncle taught in the tradional fashion; this meant that the two qins were on one table,
with the teacher and pupil seated opposite each other. In the beginning, being only a
child of nine years old, I found the lessons very difficult; I didn't understand anything and felt clumsy, but Zhang Ziqian encouraged me and rewarded me with
peanuts if I had done well.
Initially I learned to play without the help of notation, and my master taught me
fingering techniques string by string. I learned different kinds of plucking with the
right hand, as well as the matching names. My left hand had to press the strings at
the right moment and in the right place. To get both the position and the movements
of my hands correct, I had to practise in front of a mirror to check the way I touched
the strings.
I learned my first guqin piece by listening to and watching my teacher, who
played it several times before I was asked to imitate it. When I knew three guqin
pieces by heart (after some months of lessons every day), he showed me the notation
for this music. At that moment some pieces of the 'guqin puzzle' suddenly fell into
place. I soon recognized what I had been playing, and the instructions which I had
not fully understood before then became clear by reading. Because I had already
mastered the pieces, it was not difficult to follow the notation, and soon I was able
to recognize the meaning of its symbols.'
This must be a very effective way of introducing musical notation to a beginner.
It seems to me very healthy first to learn the physical process of a musical action and
only afterwards to be confronted with the abstract picture of it on paper. In this way
the notation functions as a mirror of the musical action, and not the other way round,
as appears to be so often the case in Western classical music teaching. What also
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struck me, as a music teacher, was that Dai Xiaolian from the beginning learned the
pieces as a whole and not tone by tone. Within these musical entities technical detail
and precision are incorporated; so exercises or etudes are not necessary, and the
unmusical 'piling up' or 'linking up' of tones during the first attempts at playing by
the pupil is avoided. This could become an important subject of discussion for
teachers of Western classical music.
Dai Xiaolian, alas, also adds a marginal note on this aspect: 'Unfortunately
nowadays pupils come at the very most only once a week for a lesson, and so the
musical notation comes earlier in the learning process as an aid to memory. At first
sight, this seems to speed the process of learning to play the qin, but it inhibits the
development of musical intuition and so affects the real musical understanding of a
piece, and has a bad effect upon musical flexibility in general.
A good method though in which the pupil not only memorizes the fingering in
a thorough way but also more especially grasps the inner meaning of a piece is the
method of chang xuan or "singing the strings". Zhang Ziqian used to insist very
firmly on this method: he would simultaneously sing and play a certain phrase and
I had to imitate this; "singing the strings" means, then, that on every tone he sang in
words what I had to do, and what fingering I had to use to produce this sound. This
specific method, by the way, is only used by players of the Guangling school.'
Tablature
The notation of guqin music consists of complex figures that indicate the string,
fingering, colour, dynamics, and so on, in the one symbol. It is a tablature system
and is named chien-tzu. Already at the time of the Ming dynasty more than two hundred different combinations of fingering and touch movements were known, and one
finds as many abbreviated symbols in the guqin scores. Furthermore, twenty-six
varieties of vibrato and twenty-four tone quality principles have been classified.
According to Dai, the learning of all of these nuances and complexions is a slow
process. 'At first one only learns the basic fingerings, a few essential vibratos, and
some simple slides. Only the bare finger movements are practised. This technique
consists roughly in using the correct string and the correct finger, knowing how to
pull the right hand-fingers forward or backward as well whether to use nail or the
fleshy part of the finger when touching the string. The left hand learns to make the
choice betweenfan-yin (harmonics), san-yin (open strings) or an-yin (pressed strings)
and is responsible for vibratos and slides.
Then, much later and step by step, one learns the nuances of dynamics, the
shades of tone colour, and more complex combinations of all these elements (subtleties like special vibratos, long or short, or sound colours, which are called, for
example, "solid" as opposed to "empty" and so on).'
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Yuan, zheng and physical balance
When Dai Xiaolian plays the guqin, it is placed on a table, though this was not the
case in former times. Old pictures show that players used to sit on the ground with
the instrument on their lap. Only since the Sung dynasty (960 to 1280 AD) have
tables been used. Dai said: 'Because of the fact that the quality of the sound, the tone
colour, has high priority in qin music, there has been very much experimenting with
the material of the table; it has been made of stone, of wood, and I have even tried
out glass, but that was not very successful.' (See also Wang Pin-lu 1983:12··14.)
In the nineteen twenties and thirties Zhang Ziqian and his friends studied the
effects of different kinds of tables on the loudness of the guqin. They wished to
improve the resonance quality. They took the drawers out of the tables to make them
hollow, or drilled holes for the same effect. The hollow table indeed increases the
resonance, so there are players who like to use such a table, but there is no real need
or obligation to have it; it is a question of personal taste.
I think it is important what kind of wood is used for the table. During my stay
in Holland this time I had the opportunity to try out several kinds of wood; a certain
kind of pinewood appears to be the best. In China I don't have so much choice and
normally I have to accept the table I get, regardless of the material. I am glad that I
know now what to look for.'
With time, the qin moved from the player's lap to the table, and the player from
the ground to the chair. As people became conscious of the effect of the position of
the instrument, theories likewise developed concerning the physical position and the
movements of the player. In Dai's words: 'During my lessons, Zhang Ziqian only
concentrated on the upper part of the body; I had to sit up straight and my hands had
to be relaxed (which is called song). He was very particular about the fingers; I had
to play yuan, meaning that I had to hold my right-hand fingers in a slightly slanting
position to create a rounded movement of the hand. Tradition prescribes, apart from
an efficient use of the hand, aesthetically correct gestures of the fingers (zheng). The
little finger, for example, which is not used for playing movements, is held up in the
air, elegantly imitating the beak of a bird.
Otherwise, he never said anything about the way I sat in front of the guqin. For
him the most important thing was an appropriate "musical mentality" of the player,
and body position would automatically be the physical translation of this attitude. I
think it necessary, though, to explain explicitly to a pupil how to achieve the right
position. An ideal balance of the body when one is seated in front of the instrument
is achieved by pushing one foot slightly forward and pulling the other one backward
(under the chair). Thus seated, the concentration is in the centre of the body and one
is not distracted by any incorrect balance of the legs while playing.'
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Here, Dai Xiaolian became very excited and showed me all kinds of possible
positions, seated or standing. She has very definite opinions about this. She agrees
with her teacher that the player's mental attitude influences his or her physical
position, but is convinced that, conversely, body position equally determines the
psychological condition.
It is as though, having these convictions, she expressed a similar principle as in
the case of one of the above-mentioned rules, namely that one should 'rinse one's
mouth and wash one's hands before playing'. This rule sounds too exagerated for Dai
Xiaolian, but where a rule seems to be purely ritual today, it may have had a
practical function in earlier times. It also prescribes some sort of physical condition
that has to be fulfilled before playing.

Mood5 and emotions
An interesting point to be raised in the interview with Dai Xiaolian about performance practice was that of the influence of singing or of the voice in general. She had
already explained her uncle Zhang's chang xuan method, but there was more to be
said on this subject, namely: 'Apart from the singing as an aid to memory for the
finger technique, singing the melody can give you the appropriate musical feeling, it
makes you play with the heart.
Poetry and songs are sometimes connected with qin music, but when a text is set
to music it is more the meaning behind the words, the atmosphere, that is expressed
in the guqin sounds. There is mostly no literal imitation or following of the voice,
and in guqin theories no connection is established with the direct physical vocal aspects, either. Only musicians of the new school, Mei An, do imitations of the singing
of the folk-songs they accompany. Moreover, one has to draw a distinction here
between the qin as accompaniment or as a solo instrument.
For centuries the Guangling school has specialized in the playing of solo music.
In the course of time there has been a lot of refinement, and one might say that in a
certain sense the guqin, within this highly sophisticated musical tradition, surpasses
the voice.
Perhaps of all Chinese instruments, the guqin is able to express the greatest
variety of moods and emotions with its abundant tonal colours and variety of touch
techniques.
I think that Chinese musicians in general are not interested in expressing these
moods and emotions on their instruments merely by imitating the human voice; they
like to suggest a certain mood and only imitate the sounds of nature in order to
"paint" the atmosphere. In one of the guqin pieces, for example, one recognizes the
murmuring water of a little river by the regular lapping sounds and the player can
strengthen then such ideas. There is another piece called "the drunken man", where
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the title can be suggested by playing the music with an irregularly swaying rhythm.
Zhang Ziqian never hesitated about changing a score to depict a mood as colourful!
as possible.'
At this point it is very easy to make a comparison with Western classical music.
Tempting this may be, one is skating on thin ice here, however. Precisely where it is
concerned musical expression, social and cultural norms and codes play a very
important role. Many misunderstandings are possible, to cite a well-known example,
when a Westerner attends the performance of a Chinese opera for the first time in his
life: a lot of the movements in the acting and the musical performance seem familiar
to him, but yet he will misunderstand the messages if he does not know the meaning
of every aspect of the gestures and the musical motives. 6
Symbolism
There are numerous associations and symbolic meanings linked with the image
of the guqin. Dai Xiaolian explained: 'The various parts of the instrument still bear
the symbolical names they were given during the Han dynasty. The instrument is
compared to the body of a living creature, with a head, eyebrows, shoulders and a
tail. The dragon and Phoenix are associated with several components' (see also for
a short overview of these meanings Wang Pin-lu 1983:8-12).
'There are a lot of metaphorical meanings in the names of playing technique. An
apt example of this is the distinction drawn between "empty" (xu) and "solid" (shi)
sounds to draw a comparison with the thin and thick lines in a drawing; in music it
denotes the exact intonation of a tone (solid) as opposed to a glissando (empty).
As a pupil one is generally not intentionally confronted with these symbolic
meanings and the theories around them. Only during my study at the conservatory
did I learn about the symbolical value of the instrument and its music, although even
then not in a systematic way. I used to ask my teacher about the things I read, and
by thus asking found out about the background of the guqin. One learns most by
reading ancient manuscripts or studying old scores. Professional qin players try to
help each other in this research: one communicates the knowledge one has gained at
conferences and meetings.'
Dai Xiaolian is mainly self taught in this respect. Particularly since obtaining her
conservatory diploma she has deeply concerned herself with qin history and theory.
She regularly studies old manuscripts and asks guqin masters what they know about
qin tradition. It is very intensive work, because, apart from the fact that she often

6

Waving the hand up and down to a Westerner means 'goodbye', while in Peking Opera it signifies
'come here'. Fighting in the dark is represented in bright spotlight, with the actors miming as if they were
in the dark. Walking in a circle denotes a long journey, and so on. (See, for example Wu Znguang 1984.)

THREE THOUSAND YEARS OLD, BUT VERY ALIVE: THE GUQIN

285

needs to interpret texts in old classical Chinese, she has to deal with the numerous
incongruities in guqin scores, as there have been changes and additions to the original
notation, according to the taste of the different periods.
In the Netherlands, in 1991, she had an opportunity (at the University of Leiden)
of studying some old scores which had been once transcribed by the well-known
guqin connoisseur Robert van Gulik. These scores, together with Van Gulik's
transcriptions, are very important to her, because they fill in a gap in the historical
background of the art of qin-playing. Dai is of the opinion that Van Gulik's book
about the guqin, The lore of the Chinese Lute (1940/69), is very informative and still
up to date.
On the other hand, however, Dai is aware of the relativity of theoretical research,
saying: 'In spite of all the symbols and all the picturesque texts and titles in guqin
music, a lot of the musical meaning is left implicit. One needs a great deal of
musical intuition not only to grasp the meaning of a piece, but also to be able to
make a personal interpretation. My master Zhang Ziqian often used to say: "First you
must have the idea of the music in your heart; then, after that, you will have the
ability to express it in a musical performance.'"
I asked her if she would have been able to learn the qin without any notation, but
Dai replied: 'In that case I would have become an exact, complete copy of my
teacher. Now, having the opportunity to read the scores I am able to deduce what my
teacher Zhang Ziqian has changed in the music, how he interpreted it. After seeing
and hearing how interpretation is possible, I was in a position to develop my own
ideas.'

Interpretation and ornamentation
The personal interpretation of a guqin piece may be rather free, but there are
limits to the changes to the score. In Dai's words: 'Every interpretation of one and
the same guqin piece may be different, but how free the player is, depends on the
school or style of playing. Especially in the style of the Guangling school, the
expression of the mood of a piece has priority, and this may mean that one does not
follow the score exactly while playing. Mind you, this is one reason why it is sometimes difficult for laymen to follow the rhythm of a Guangling interpretation of a
piece of guqin music.
The art of embellishing and colouring notes has become very elaborate in the
past centuries, especially of course in solo playing. Apart from the free rhythm, even
tone pitch can be relative (in that it may change a tone or a semitone), and one may
add dynamics or vibrato (although one does not normally change the vibrato as
indicated in the notation).

286

MARJOLIJN V AN ROON

Changes to the notation have always been made when a given master liked to add or
to leave out something to "improve" the music. So the original scores have often
been shaped and reshaped. On the other hand there are some guqin pieces traditionally handed down from master to pupil that are as complete and unchanged as
possible. I don't know till how far one may trace back this process from generation
to generation. I have learned three such pieces.
Furthermore, I won't deviate from Zhang Ziqian's versions of the repertoire out
of respect for him as my master. However, I do try to impose my personal vision on
every new guqin piece I add to my own repertoire.'
The literal changing of a symbol as it occurs in the score, does not always appear
to be appreciated. Dai said: 'In fact, there are two views on the interpretation of qin
scores. First of all there are the historians or theoreticians who hold the opinion that
guqin pieces should be performed in an authentic way, exactly as they were written
down. They arc only interested in finding out how this was. On the other hand guqin
players themselves like to add to the score, to put in the colouring dictated by their
own taste. The old scores, as I have just said before, bear witness to this procedure,
since musicians of every generation have imposed their ideas, and indeed have
sometimes changed the notated symbol according to their taste. I believe that, exactly
because of this process of creative interpretation and reinterpretation, the technique
of qin playing has developed to the high performance standard of today.'

Tempo
When I asked Dai Xiaolian if there was any difference between her interpretations
and those of her former master, Zhang Ziqian, she touched on a new subject, saying:
'There is clearly a difference in dynamics (I make more contrasts than Zhang Ziqian),
but more particularly in tempo. Perhaps this is the influence of modern times. I
generally play guqin pieces much faster than he did. We once tested this by means
of a stop watch. We both played the same piece and then checked the length of our
respective performances (of guqin pieces of about ten minutes in length). I always
turned out to have played at least two minutes faster. He told me that he, too, was
playing faster than his master. I think that this tempo change is a fascinating phenomenon.' And, in this fascination, Dai confronted me with the unexpected counterquestion: 'Do you have the same striking tempo deviations from generation to
generation in the performance of Western classical music?' I replied that there is
indeed a concern with the problem of tempo changes. The performance time of
various recordings of a particular piece is carefully noted, and discussions arise when
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it appears that, for example, the 1954 recording of a Mahler symphony under such
and such was slower or faster than an 1990 interpretation of the same symphony .7
There is a general belief that in some cases musicians arc performing faster than
in the past, not out of conviction, but - as Dai thought - as a result of our hectic
modem times (the heartbeat of Westerners seems to be faster today than it was in the
nineteenth century or earlier). Yet, in other cases musicians have been observed to be
slower in their interpretation rather than the opposite; some striking examples of this
arc provided by the first recordings of vocal music at the beginning of the twentieth
century in comparison with more recent recordings of the same music (especially, in
the case of 'Liedkunst', in recordings of Richard Tauber versus Di<~trich Fischcr
Dicskau and others). Some time ago there was even a conference on tempo in the
Netherlands. 8 It might be useful to invite Chinese and other non-European musicians
to take part in the discussion the next time such a conference is held.
It is striking that Dai Xiaolian, after listening to a slow part of a Western
classical baroque sonata, complimented this performance by saying: 'What a beautiful
tempo.' The fact that someone may like a certain tempo for its own sake, that tempo
can be a subject of an aesthetical conviction, definitively opens up new perspectives
to me.
Improvisation
Thus talking about personal taste and freedom of interpretation, I felt tempted to ask
if qin music was or is ever improvised without a printed score. Dai replied: 'When
qin music was composed in former times, it was by improvisation - if you can call
it that - before noting it down on paper. One reads in the old manuscripts that people
used to play in the mountains or near a murmuring stream in order to be inspired by
nature and thus hit upon the right melodies. Of course one has to understand this as
a metaphor to describe the creation of the vast qin repertoire. H is the legend of
musical composition. Improvisation in the sense of playing without any notation or
even without the intention of noting the music down does not occur in the tradition
of guqin-·playing.'
In the meantime, while Dai's words were being translated by the interpreter, she
literally tried to 'pin down' the English word 'improvisation' by writing it on a scrap
of paper. First trying out the pronunciation, she then suddenly confronted me again
with a counter-question, this time direct in the English language: 'Why, I would like

7

For one of the more recent publications concerning the presumed tempo changes in the performance
of Western classical music, see Weluneyer 1993 (1st edition 1989).
8
A summary of the discussions here has been published in Tempo in de 18e eeuw; Studiedag 1
,lpetember 1983, eilited by STIMU, Utrecht 1983.
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to know, arc you Westerners so interested in improvisation?' Her intonation suggested the idea not just of 'interested in', but rather 'fixated on'! Here it is necessary
to understand that Dai Xiaolian, during her stay in the Netherlands, had heard a lot
of improvised music (from jazz to Jimmy Hendrix) and probably the word 'improvisation' had been dropped several times.
Although the music of Western countries is so varied in its manifestation today,
so that it is impossible to speak of 'Westerners' in general, I nevertheless had the
feeling that Dai Xiaolian had hit a tender spot here. It has become a fashion to
discuss the value of improvised music perform<:- ::e in comparison with the literal
reproduction of a score, more than once with the matter being settled in favour of
improvisation.
As a specialist only in the performing of Western classical music, I restricted my
remarks to this field. I told Dai Xiaolian that I thought that there was at least one
reason why attention has been directed to the live performance of music without
notation. At the beginning of the twentieth century musicians started rejecting the
over-elaborated scores of the romantic period, feeling a need 'to sober up'. One of
the consequences of this has been that composers have created graphical notation, or
even empty pages to provide improvisation possibilities for the performer. Besides
this phenomenon in classical music, the popularity of all kinds of non-Western music
- in which improvisation often plays an important role - has grown since the first
victory days of jazz and other black music.
Perhaps, I said to Dai Xiaolian, we need to redefine the concept of 'interpretation' in Western classical music through improvisation. Dai suggested: 'Being a good
musician means that you have the ability to express your personal feelings and taste
in the music you play; perhaps there is no real difference between "interpretation"
and "improvisation". You could even, I think, call the traditional interpreter of old
guqin scores a "composer", because the guqin player has so many personal inventions
to add to the score. There is, for that matter, one guqin player who improvises in the
way you just meant. At the same Dutch festival where I gave a concere, my colleague Li Xiangting performed music with only a poem or a Chinese painting as inspiration. Li Xiangting has been living in Europe for some time, and I wonder if he was
influenced by his surroundings when he decided to try out this modern experiment.
Personally, I doubt if this kind of improvisation can really mean anything to a nonChinese audience. In the first place, in the case of a poem, there are not many people
who understand the Chinese language, and a translation is not enough for people to
be able to sense the true meaning of the text. Furthermore, in the case of a painting,

9

Guqin Festival, held in Soeterijn, Amsterdam, in May 1991.
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one has to know a lot about Chinese culture and tradition, I think, to be able to
follow the ideas behind it.
Apart from all this, the highly refined art of qin-playing is itself something which
you have to make a considerable effort to understand and appreciate completely.' In
this respect Dai Xiaolian had a successful attempt at educating the European public.
Her concerts were accompanied by lectures in which she introduced the instrument
and its theory - something she did in a very thoroughly manner. Besides, her concert
programme was well chosen; she varied it by juxtaposing 'simple' pieces with meaningfulltitles that are understandable to a European public witu more elaborate guqin
pieces which enabled her to show off her skill.

Western influence
A last unavoidable question which I had to ask Dai Xiaolian, was: 'In what sense has
qin music or Chinese music in general, in your opinion, been influenced by the
confrontation with Western culture?' She answered: 'Western influence seems to be
quite strong. During the Cultural Revolution, guqin-playing was forbidden. Nowadays
it is allowed and respected again, but the guqin - in spite of its revival - is often
looked upon as being old-fashioned in comparison with modern Western instruments.
The curriculum of the Chinese Conservatory reflects this ambiguous attitude;
obligatory subjects here are: the piano, folksong, harmony, composition, and ear
training. The subjects of musical analysis and musical history concern Western
classical as well as Chinese traditional music. Commerce is playing a role, too, and
is stimulating "westernized" music very much.'
In some cases there seems to be a happier 'marriage' between the two cultural
traditions, for example in the contemporary notation of qin music. Dai Xiaolian sees
certain advantages in both traditions, and likes to combine them (see Plate 2). Her
words were: 'At the moment the complicated traditional tablature, which is called
Wenzipu is being used alongside Jazipu, a more simple system of notation using
numbers. I like something in between. I believe, in fact, that it is very sensible to
combine the Western style of notes marked on a stave with the original symbols,
which may be printed underneath. This way, it is easy to understand the horizontal
flow of the melody, while one does not lose the richness of the old tablature.'
With this comforting statement, our conversation ended. 10

HI I would like to express my gratitude to Antoinet Schimmelpenninck for her co-operation as an
excellent and patient interpreter during this interview. Besides, I would like to thank both her and Frank
van Kouwenhoven for their initiative in organizing lecture series and concerts in the Netherlands on the
inexhaustible and colourful subject of Chinese music. They have proved a great success.
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Plate 2: Manuscript by Dai Xiaolian; the combination of Western staff notation and Chinese tablature
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A TUVAN PERSPECTIVE ON THROAT SINGING

Mark van Tongeren

Abstract
This report deals with some contemporary uses and concepts of overtone - or throat singing from
Western Tuva. This genre, xobmej' is characterized most saliently by songs in which melodies are
made with vocal harmonics that resonate in the mouth over a sung bourdon, with great pressure on
the throat. I will examine what xobmej constitutes from a Tuvan perspective, both in terms of the
musical characteristics and in terms of the cultural aspects. This article is an addition to the very few
eye-witness accounts of Tuvan musical life, and to the publications dealing with the acoustic and
physiological aspects of overtone singing. It is based on field research in Tuva and Xakassiya carried
out from July to September 1993. 2

Tuva is situated in the Russian Federation on the border with Mongolia. Mountain
ranges form a natural boundary with its adjacent areas. Tuva may be regarded as a
transition area in many ways: ethnically, geographically, economically and culturally.
The Western part has been more influenced by Turkish and Mongolian culture
throughout the ages, while the Eastern part has more in common with Siberian
culture. Many West Tuvans are still economically dependant on their flocks or on
hunting. They live a (semi-)nomadic life in their felt tents and speak a Turkic
language. Buddhism and Siberian shamanism are now reviving after some seventy
years of silence. Their music is predominantly influenced by the Mongols, especially

i

One of many possible transcriptions of the Tuvan and Mongolian word. See van Tongeren (1994:

17) for a list of transcriptions and translations.
2
I would like to express my gratitude for the constant, selt1ess support of my supervisor in Kyzyl Dr.
Valentina Siiziikej of the Tuvan Scientific Research Institute of Language, Literature and History. I am
very grateful to the Faculteit der Letteren of the University of Amsterdam and the NUFFIC (department
of Culturele Verdragen) for their financial support. Furthermore, I thank the following persons for their
help in one or several stages of my research: my supervisors Dr. Ernst Heins and Prof. Dr. Rembrandt
Wolpert, Maxim Shaposlmikov of the Foundation Window to Europe (Amsterdam), Svetlana Orus-ool and
Svetlana Donggak, Artina Larissa Tsedenbalovna, my hosts Aidemir and Mira, Prof. Dr. Erika Taube
(University of Leipzig), Dr. Zoya Kyrgys, Tumat Genna(li and all musicians and other informants.
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through the stringed instruments and the pentatonic scale. Approximately two-third
of the 309,000 inhabitants that were counted in 1989 is Tuvan. In 1944 Tuva became
an Autonomous Region of Russia and in 1991 the Tuvan Republic was established.
Written sources on Tuva's musical life are still scarce, save (translations of) some
Russian and Tuvan publications. The interested reader is referred to Aksenov (1960,
1967), Vainshtein (1979) and Discography (1990a; liner notes to CD).
Definition of the problem and the terms
The term overtone or biphonic singing to designate Tuvan xoomej seems apt at first
glance. However, terms implying a bourdon with overtones may give rise to
misunderstandings about what it really is. Upon closer investigation a melody with
overtones is not the main characteristic of the genre. What is xoomej then? Do
Tuvans always intend to sing harmonics, or are vowels and timbres also included?
Without doubt they deliberately sing harmonics, at least in most xoomej styles. But
how do singers (xoomejleer) explain to their pupils what they do? Moreover, how are
we to interpret the technical analyses of Western scientists, what do the sonograms
and spectral analyses tell us about the music? Which of the many sounds present in
these analyses are valued and conceptualized by the Tuvans themselves and how?
There are several reasons for examining more closely, and with the ears only, the
multi-levelled sounds of xoomej. First of all acoustic research has shown that a
wealth of sounds is present in Tuvan, Mongolian and other overtone singing (film
Zemp and Tran 1989). But musical aspects of singing techniques and the value
placed upon this whole complex of sounds have scarcely been investigated. Secondly,
the 'harmonies of harmonics' which occur in xoomej reveal significant differences
between styles and between singers. To understand and recognize the qualities of
excellent Tuvan singers it is necessary to develop a certain sensitivity for the
different sound-layers. Thirdly, the occurence of harmonics in sounds is universal,
and peoples without a recognized tradition of overtone singing may be aware of vocal
harmonics to some degree. 3 Of all parameters sound timbres have been the least
conceptualized in Western music, they were ignored roughly until this century.
Listening to details in soundspectra tells us something not only about xoomej, but
also about other music, even our own.
Phoneticians recognized several layers of vocal resonances quite early (Paget 1930),
but science has only begun to realize fully the presence of these harmonics in the
past twenty-five years: 'the discovery' of Tibetan chord chant and of Tuvan and
Mongolian overtone singing in the late sixties (resp. Smith et al. 1967, Aksenov
----·---3

Listen for example to track no.6 of 'Corsica: traditional songs and music', Discography 1990b.
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1960, Vargyas 1968) inititated a considerable progress in the technical and acoustic
research into this specific field. Musical transcriptions are usually confined to the
drone-melody-system (e.g. Aksenov 1967; Harvilathi 1983; Lebedinsky 1963;
Smirnov 1971; Vargyas 1968), but some scientists examined music with vocal
hamonics more closely: Bonnie Mara Barnett (1977) reported on her experiments
with analyses of the imitation of Tibetan chord-chant. Her research is unique for the
aural dictations of many harmonics produced simultaneously by one singer. Walcott
(1974:57) describes three formants in Mongolian chOomij: the fundamental, the
melodic formant and 'a higher nasal area that is new to our description for the range
of this style ... They exist as a stable upper drone cluster of tones vital to maintaining
the nasal character of the style'. A conclusion reached more recently allows a great
deal of leeway for drawing a continuum between vowels and harmonics: 'nous
pouvons ... conclure qu 'it n 'existe aucune difference de nature entre la prononciation
des voyelles et !'emission diphonique' (Uothaud 1989: 34). In South Africa 'the
simultaneous production of three tones by the same singer is clearly audible ....There
is no doubt that the singer herself heard much more than the listener is able to'
(Dargie 1991: 39). Finally, mention has been made of a Mongolian singer, called
Chimiddorj, who is able to produce three-voiced xoomii (Pegg 1992:40).
This article is an attempt to give feedback of this predominantly technical
knowledge and of the author's subjective experience as an overtone singer and
fieldworker in the lively xoomej tradition of the Tuvans and their ideas about sound.
Before continuing I will definine two terms that will be used in this article, so
they do not get confused. A definition of overtone singing should encompass all
forms of overtone singing known at this moment. These include Tuvan, Mongolian,
Xakassiyan, Gorno-Altaian, Bashkiriyan, Tibetan, South African and (contemporary)
Occidental overtone singing, in any register, with any technique. In order to define
Tuvan xoomej as closely to their own conceptualization as possible, it is necessary to
split the definition into two parts. This definition is an adaptation of the one given by
Tran and Guillou (1980:162):
- Overtone singing is a style of singing realized by a single person consciously
producing a fundamental and, simultaneously, one or more harmonics.
- Xoomej is the generic term for a Tuvan song genre with considerable pressure
on the vocal cords, which often incorporates (techniques of) overtone singing
with distinguished harmonic melodies.

296

MARK VAN TONGEREN

Plate 1: Andrej Chuldum-ool, instrumentalist, singer (xoomejleer) and expert on the traditional Tuvan
musical culture. In front of him the byzaanchy horse-head fiddle

Plate 2: Oorzhak Leonid,
a young professional musician
in traditional Tuvan dress
and playing the igil
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Some uses and functions of xo6me/
X66mej is performed almost exclusively by the male population in the Western
rayons of Tuva and in the areas that border Mongolia. Anybody who can and wishes
to sing x66mej may do so; there are no restrictions concerning age, occupation, the
level of performance, occasion and so forth. In the Siit-Xol-district no less than
eighty percent of the male population is said to be able to sing x66mej. However,
many x66mejzhi merely sing when they are alone, and do not consider themselves as
performers. They sing when they are herding their sheep on the steppes, or when
they rest in the taiga during hunts. There arc many other occasions when people sing
x66mej, but from the accounts of the Tuvans themselves it emerges that singing when
you are alone in nature is most favoured, if not inevitable. This may have a very
practical reason: the shepherds spend many hours a day alone with their flocks, and
singing helps them to pass the time. Quite apart from such a practical explanation the
short worded introductions to songs praising the mounta,ins, steppes and rivers seem
to have had (and still have?) a religious meaning, though perhaps some what
attenuated in the course of time. X66mej is possibly the secular, non-ritualized
expression of an awe of nature which shares a common root with the shamanistic
culture of the Tuvans.
Singing should always be 'from the heart' or 'with soul'. Nature is said to be the
special inspiration for such singing. Listening to x6omej gives a feeling of well-being;
it induces peace and tranquility, and it calms the animals. This has a very useful
aspect: when animals move slowly, instead of running free, they do not loose so
much weight, but stay fat. The comforting, soothing effect is also used for babies and
young children, and for women giving birth. There is a ritual to domesticate baby
animals to a new mother by which the animals are moved to tears by xo6mej and the
igil fiddle, so the story goes. Broadly speaking xo6mej may have a salutory effect,
but this holds only for the listeners, not for the performer himself.
Apart from these fairly functional aspects, the aesthetic and entertaining qualities
are valued. These are highlighted at public occasions, where the audience shows its
appreciation with applause during a performance. The aesthetic element is of primary
importance at singing contests, at which the best x6omejleer is chosen. Xo6mej is an
indispensable element at traditional Tuvan and Russian festivals, and at sporting
events. Many singers claim to have sung when they were still at school; they learn
the techniques some time between their second and twentieth year. Some formed

4

This section is based on interviews with musicians and on the author's own observations. For a

complete list of informants see Van Tongeren 1994, Appendix Ill.
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groups with other singers and performed together locally, e.g. at concerts in the
Soviet House of Culture, at private parties or at evening gatherings.
Ditch diggers and other labourers working alone may sing to themselves at work.
Some people claim that shamans have used xoomej during rituals, though nobody has
asserted it is, or has been, an essential feature of this religion. Buddhist ceremonies,
largely suppressed between the 1930s and the 1990s, are not claimed as an occasion
for xoomej either. Basically a singer sings whenever he feels like it. Good singers
also perform when they are asked to, or when they are given an instrument; but there
are also excellent singers who never sing on request, but only show their skills to
intimates. Professional singers are supported and paid by local cultural institutions
and make tours through Tuva, Russia, Mongolia and the former East Bloc. Since
1988 xoomej singers of several ensembles, often based in the capital Kyzyl, have
travelled to Western Europe and the rest of the world. The popularity of throat
singing seems to have grown enormously in the last few years, especially when
compared to other Tuvan music. Many districts have their own xoomej ensembles,
several institutions have xoomej as a practical or scientific subject, and in 1992 the
first 'International Symposium Xoomej' was held, to be repeated in June 1995.
Excellent singers can improvise xoomej melodies, know many styles and the
melodies pertaining to them. They create their own lyrics or melodic themes, must be
in good physical shape and dress in national costume. They should not only sing
well, but also play the instrument of their choice. A musician is free to choose to
accompany himself on any Tuvan string instrument, such as the fiddle igil (the most
difficult), the doshpuluur or the byzaanchy (both lutes). In songs there is a wide
latitude allowed in terms of form, melody, rhythm and lyrics. A singer may or may
not start with one or two lines of text; he may change between styles in one single
song, between a strict tempo and tempo rubato, between a fixed melody and an
improvisation. Often short lines of text are improvised before the actual overtone
singing starts. Some singers compose lyrical, poetical texts of several couplets. This
great musical freedom results from, and echoes, the performance practice of
herdsmen and hunters, who sing and play just for themselves.
Xoomej styles re-analysed
Most of the Occidental literature dealing with Central Asian throat singing refers to
translations of parts of a book by the Russian composer Aksenov, published in 1964.
Aksenov undertook his field-research in 1943 and 1956; in the years 1945 to 1948 he
recorded several singers in Moscow (Aksenov 1960: 111 ). Therefore the recordings
and Aksenov's musical analyses cannot be any later than 1956. However, the
transcribed pieces in the German translation (1967) were all recorded by someone
else in 1934, in Moscow. These recordings and this part of Aksenov's analysis are
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now some sixty years old. Since that time many changes have taken place in the
characteristics of the styles Aksenov describes: 5
-there are five, and not four basic styles: !>ygyt, kargyraa, ezenggileer, borbangnadyr,
plus xaomej.
- the features of these basic styles (such as the harmonics used and the structure of
the melody) have been expanded and partly changed;
- many other (sub)styles exist, which were not described by Aksenov.
The five basic styles are generally known by Tuvan overtone singers, at least by
name, while other styles are quite rare and much less known and practised. The
changes that have taken place since the recordings of the 1930s can be demonstrated
by comparing Aksenov's description of for example the style sygyt with recordings
made by the author. Aksenov called this style melodically unadvanced, with a melody
in a simple punctuated rhythm predominantly on the harmonics nine and ten (1967:
302). In a recent recording Mongush Mergen makes long and intricate sygyt melodies
with many smaller, original motives built with the overtones 5, 8, 9, 10, 12 and l3.
Musical Example 1 is the beginning of a song by Tumat Kara-ool, in which he freely
alternates between xoomej, borbangnadyr (blended together, as the singer puts it),
sygyt and kargyraa. 6
Most other styles now display characteristics which diverge from those described
by Aksenov; there seems to have been progress in the exploration of the musical,
formal, textual and other possibilities within the xoomej genre. A remarkable style is
2chilangyt, a combination of sygyt and kargyraa: it has no words and no vowel
quality, and features melodies in the range from the twelfth to the twenty-sixth
harmonic, which is higher than in any other style thus far described. 7
Throat singing versus overtone singing
Certain xoomej styles or parts of xoomej songs fall outside our definition of overtone
singing: xorekteer, for example, is the name for the introduction of any type of
xoomej piece, sung with words. It has no harmonic melody and sounds just as normal
singing. Yet it is sung with pressure on the throat, and thus it belongs to the genre

5

In the author's thesis (1994) transcriptions of most (sub) styles appear. There were analysed to

compare with Aksenov's data; in this section I present an abstract of my conclusions.
6

Listen to Smithsonian/Folkways track no.8 (Discography 1990a) for a variation of this song. Literal
translation of the transcribed text, which he 'wrote' himself: 'Of the koosh-mountain, Bayan encampment
I a combine-operator I am I of the very hard-working and gay milk-maid I a finger ring I am.'
7
Higher harmonics have in fact been recorded and described several times (see for example Zemp
and Tran 1991). These, however, are higher resonations above the main melody, while in chilangyt the
most prominent harmonic can be as high as number 26.
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xo6mej. In this part of a song insiders can hear whether a singer is good or bad, since
xorekteer demands good control of the technique that produces pressure on the throat.
Kanzyp also has a melody in the fundamental, and is sung in tempo rubato with a
very tense voice; hence it is throat singing but not overtone singing. Xorekteer and
kanzyp both fall outside the scope of the present definition of overtone singing, since
they have no distinctive harmonic melodies; the only difference with Western singing
is the pressure exerted on the throat. These styles demonstrate the incompatibility of
terms emphasizing the bourdon-overtone principle and the Tuvan concept of xoomej.
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ii
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·--+

sygyt

yo

a_hm

ah

Musical Example 1: The first parts of a traditional melody with new words by Tumat Kara-ool (cf.
Discography 1990a: track no. 8)
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However, there arc more ways in which the bourdon-overtone concept as it emerges
from the literature about Mongolain and Tuvan xoomej differs from the musical
practice. In many stylc~s one single harmonic melody is sung, but good singers create
a much richer gamut of resonances than bad singers. Although what follows in this
section is barely conceptualized by the Tuvans, the author feels that the hallmark of
excellent singers is partly to be found in small details in these singers' spectra of
sounds. Kargyraa, for example, is a style in which several harmonics can be
distinguished simultaneously, not only by spectographs, but also by ear. In a
recording of Kajgal-ool Xovalyg four layers seem to be present: a drone consisting
of a deep fundamental with one low harmonic (1&2), a layer with the overtone
melody (3), and an irregular high layer that more or less follows the melody (4). The
fainter second and fourth layer follow the melody and are subordinate to it, but a
good singer controls them and increases the dramatic effect of his performance
through them. In the styles ezenggileer and borbangnadyr some singers go even
further. Mongush Mergen sings neither a clear melody nor vowels when he performs
ezenggileer, instead he creates rhythmic pulses with high harmonics over a bourdon
and lower harmonics (Musical Example 2).

HARMONICS

layer 4
layer 3

FUNDAMENTAL

layer 2
layer I

~I

CHANlY ACCOMPANIMENT

Musical Example 2: Musical representation of the different layers of the sty le ezenggileer, as performed
hy Mongush Mergen. In his rendition of this style the hody of the performance is the vertical harmonic
complex rather than an overtone melody

His accompaniment on chanzy results in an unusual contrast to the sung tones, and
the total gives an impression of a song in which the harmonic or vertical content is
more important than a melody, a vowel or a musical form. A final example, which
will be discussed in more detail later, is the melody in ~ygyt that is sometimes
accentuated by a skilfully produced extra higher harmonic. These are just a few
examples of styles and singers that emphasize something other than a single melody
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of harmonics. In the next section Tuvan singers themselves give some details of their
concepts of xoomej.
Transmission of xoomej
The process of learning is very revealing about some of the concepts which Tuvans
have about xoomej. In this section shows that xoomej is explained by Tuvans as
vowel singing, as overtone singing and as actual throat singing. Although I did not
succeed in finding a teacher on a regular basis, I did receive some lessons, advice
and comments from various throat singers. In this part I am not concerned so much
with merely technical details about singing as such (although I will mention some of
these details as well); but I would like to present the major approaches revealed in
their explanations of xoomej singing. The most detailed explanation I received was
from Mongush Mergen. Other singers commented either spontaneously or upon
request on how I sang. In my interviews I also asked singers about the qualities of
good Tuvan xoomejleer.
General remarks about the transmission of xoomej
Overtone singing is traditionally transmitted through close relatives, like fathers,
uncles and brothers, with a strong preference for a transmission from father to son.
Harvilathi (1983: 46) wrote that her informant in Mongolia, the student Badzardaran
'learned how to sing from his father, a famous master of khoomii singing'. Referring
to Tuva, Vainshtein (1979: 73) did not mention anyother possibility than a
transmission from father to son: 'The art of throat singing ... is handed down by
inheritance, as it were, from father to son, and instruction begins in childhood.' The
idea of inheritance was reflected in a very literal way in an interview I had (19
September 1993) with Tumat Kara-ool, who inherited the voice of his uncle:
Question:
Did you formerly have a teacher?
Answer:
Hmm, me?
Yes.
I used to have an eeh ... uncle.
An uncle ...
Yes, an old one. We used to work in the taiga [... ] If we had some
spare time this uncle would sing, he would play the balalaika and
perform throat singing and kargyraa. At these moments his voice
pleased me. And after this uncle I started to sing. And that's why I
learned it.
He taught you?
Yes, because he was a close relative. Uhu ... 'Come ... you should
take my voice, I have grown old now', [... ] he said. 'I will soon go
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to the other side. Take my voice, practise.' That is why I started to
practise, and why I sing.'
Nowadays singers also learn xoomej by imitation of what they hear on the radio,
television or records. Shalig Mergen claimed in an interview with me to have learned
from these sources, as well as from his father. In the cities there are xoomej classes
where groups of children arc taught together. Trial and error is generally the way to
learn to sing xoomej: children listen to singers through different media and try to sing
the things that please them for themselves. Speaking about normal singing Aksenov
(1973:12) has written that 'they use unison singing as a means of learning new
songs'. I have not read about such methods in relation to throat singing. It was only
rarely the case in my own lessons.
Children start to sing xoomej at a very young age, usually before the onset of
their teens. Shalig Mergen started to sing at the age of ten, while he was in the third
year of primary school, while Mongush Mergen began at the age of seven. Tumat
Kara-ool is teaching his own children, one of whom is eight years old, and the other
thirteen. Deleg Yura, now thirty, told me he started to sing when he was only three
years old. He had first claimed to have been singing for only ten years, which would
have meant that he had started at the age of twenty. It seems that one is often only
considered a singer after several years of practice, when one is able to produce some
melodies in a satisfactory way. After learning basic techniques and melodies the
student finds his own way, learning the songs he likes from various sources. This
custom is partly responsible for the enormous diversity in styles and techniques:
when a singer masters some xoomej techniques he has great freedom to explore the
possibilities of his own voice and develop a personal style. He can make his own
words to songs, imitate or freely incorporate elements of other singers, develop his
own melodic themes or compose melodies. Since the early 1970s state ensembles
have been exploring the possibilities of ensemble throat-singing (Discography 1992:
track 16), an example followed nowadays by many singers, also in independent
groups. In short, the Tuvan musician, layman or professional, takes part in a process
of development and change after a period of learning.
It appears that there is no single exclusive method to transmit xoomej techniques
in Tuva, but there are several different ways in which it is explained. Teachers of
xoomej tend to emphasize different issues related to xoomej. The main issues are:
melody, vowels and the physiology of throat singing. The student learns by imitation,
and, according to the method used, a teacher draws the student's attention to a certain
aspect of the sound or technique. These methods are not mutually exclusive.
Mongush Mergen, explaining me how to sing vowels, also commented on physical
aspects of singing, and said that I should not worry about the melodies as long as I
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sang the vowels properly. Teacher Aleksej postponed the music itself to the moment
that the physical aspect of the sound was good enough.
Learning xoomej and sygyt
During my first lesson with Mongush Mergen he explained Tuvan throat singing to
me by making me imitate an opej, or Tuvan lullaby. Mergen sang the melody of this
opej for me and had me sing it after him (Musical Example 3). The lullaby ends with
the word dembil followed by two nonsense-syllables (e.g. 'u'-'i'), which can be
varied. The dembil of the onomatopoeia uvai-dembil stands for the sound of a string
being plucked, according to Mergen. 8

u_vaj dem_bil

U--- L- li--

a_u_ i~ l i - - a_ U -

j _ ll---

a_

yang

Musical Example 3: A lullaby or iipej which Mongush Mergen used to teach the present writer to produce
a 'clean sound'

Mergen was quite eager to make me sing the right words and melody of the lullaby,
and when I was able to produce the melody more or less satisfactorily, we continued
with the second part. Mergen demonstrated me how to sing the words uviy-uwi/,
with the sides of my tongue against my molars. Thus, I had to move my tongue back
and forth, changing its exact position every time it was in the forward position. When
he sang it, I clearly heard two different overtones, a high one and a low one
respectively. I tried to sing the same overtones, but Mergen told me emphatically just
to sing the two vowels, and to forget about the pitches of the partials. As long as I

8

Cf. Aksenov (1967: 301, 302), who translates the word dembildej as 'refrain' and 'ornamental
melody' respectively.
9

For convenience I will use symbols based on Aksenov, who discussed vowels at great length
(1967). He did not distinguish 'e' and '6' phonologically, and used the Greek letter alfa where I use 'a'.
as in
he
o
as in
talk
ii
as in
French leur
as in
hit
e
as in
bed
a
as in
far
y
ll
as in
zoo
as in
make
as in
French la
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tried to produce the pitches, I was not very successful in producing the right sound.
Mergen told me not to try to sing the same pitches as he did, but just the same
vowels. And indeed, when I did concentrate just on singing the vowels I managed to
produce the right sounds, according to Mergen. The overtones that sounded with my
vowels were different to his, even though he was singing on the same pitch as I was.
Apparently the most important thing is to produce the same vowel and the same
sound quality. By now it will have become clear that singing certain pitches or
overtones is not necssarily the focal point of xoomej. In the next section we will look
at the specific sound quality of the style :,ygyt.

Learning to sing the chistii zvuk (clean sound)
Certain singers, Tuvans as well as Mongolians (the famous Sundui, for example),
produce a sound with a very sharp quality to it. It is a kind of ringing sound, usually
loud and very penetrating, even piercing to the ear. This technique, with a melody
standing out extraordinarily clear above the drone, is used in the Tuvan style sygyt.
I had practised Tuvan melodies for myself before my field trip, and I thought I
succeeded not too badly. I produced the sygyt melodies by moving my tongue,
particularly the middle part of it. I created a resonance area, which is further
bordered by the hard palate and the teeth, by lifting the back of my tongue (as if
pronouncing an 'r'). By moving the tongue back and forth I changed the volume of
the area behind the raised part of my tongue, and the frequency of the harmonics
changed accordingly. This technique is quite common among 'Western' overtone
singers: 10 it creates a more or less soft sound, with a distinguished, though not very
sharp melody-tone. During expeditions in Tuva when I sang for herdsmen and their
families in the countryside, some of them were flabbergasted and praised my singing;
others were more critical and told me I should learn Tuvan melodies, or learn to
produce a chistii zvuk (a clean sound); still others urged me to control my breath
better and produce a sound lower in my body (in my stomach or chest instead of my
throat).
Mongush Mergen demonstrated to me how Tuvans produce their harmonics in
the style sygyt, a technique I had only rarely experimented with. The main difference
with the technique just described is the placement and movement of the tongue.
Mergen told me that the ideal sound for the Tuvans is the chistii zvuk, which is

10

'Western' is put in parenthesis, because people all over the world, e.g. the Japanese, use the
technique, which was initiated by European and American performers such as Micha'l Vetter, Tran
Ouang Hai and David Hykes. 'Non-traditional-', 'modern ..' or 'contemporary' overtone singers are not
satisfactory terms either. For the moment 'Western' or 'occidental' are the hest and most practical solutions
to this terminological problem.
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Russian for 'clean sound'. The difference from the technique I had been using up to
that time is the sharpness of the sound: with the chistii zvuk the melodic harmonics
sound more concentrated, resulting in the typical flute-like ::.ygyt sound. My technique
was not considered to be genuine xoomej.
In order to produce a chistii zvuk one should make the form of a cup with one's
tongue, trying to curl the sides of the tongue upwards. Thus a broad, hollow area in
between the tongue, the molars and the hard palate is formed that stretches almost to
the front teeth. This creates a big resonance space and it produces a sound quite
different from the one I described above. The frequency is changed more with the tip
of the tongue than with the whole tongue, although this gradually changes when
lower harmonics are produced. Considerable control of the muscles in the tongue is
needed, especially when faster melodies and tremolos are made.
The sygyt technique is called chistii when it is properly executed. However, there
is sometimes more than merely a drone and a melody, as if there is at least one other
harmonic sounds. This other harmonic gives an extra 'ring' to the xoomej melody. It
could be the harmonic an octave higher than the melody note (e.g. no. 24 with no.
12). A frequency twice that of the main overtone would then be responsible for this
effect. Another possibility is that the double harmonics consist of a small, but very
strong 'cluster' of at least two overtones close to the ones that produce the melody.
The splendid research of Zemp and Tril.n (1991) seems to give an answer to this
problem: in figure 23 (1991: 60) the style sygyt of my teacher, Mergen Mongush, is
analysed. 11 The sonogram shows a high harmonic bourdon an octave or a fifth
above the melody. This observation favours the first theory, but it will be worthwhile
to consult Tuvan singers, comparing more recordings and making spectograms before
drawing any hard and fast conclusions.
It is usually difficult to judge by the ear what exactly is going on; most of the
time one just hears 'that something's extra'. Whole melodies are sung in this way,
with all the overtones forming their own double sound. It is possible to control the
choice of tones sounding with the main harmonic to some extent.

Learning kargyraa
Mongush Mergen's instructions began with an explanation and sung examples of
kargyraa, which I tried to imitate. The production of these deep sounds generate
comparatively loud harmonics (compared to normal pitch singing) almost
automatically; for an ear used to listening to overtone singing it is almost hard not to

11

The sygyt sound of this singer can be heard on the second and third track of Smithsonian/Folkways
SF 40017 (Discography 1990a). The second track seems to be slightly more 'clean' than the third track,
that was analysed in Zemp and Tran.
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hear them, even if the singer does not make any efforts to produce them. Vowels in
this low register, and sung with this particular technique, produce loud overtones.
Here is a fragment of the instructions Mergen gave to me. The parts in brackets
were sung by either Mergen or me in kargyraa style and written down phonetically
(see footnote 9 for vowel notation). Mergen begins:
First the vowel e (eeeee), then a transition to a
(eeeeeee-a-e-a-e-a-e-a-e). (ee6666-a-6-a-6-a). (eeeee6-a-6-·a-6-a).
Once more (sings the same). e-a-e-a-eee. (ooooooo). o-a-o-a-oo-y. (o-a-o-a-o-a-oy)
Another time (eeee-ya-e-ya-e-ya-e-ya-6eee-ngngng-ngngng). Ang-ang, the letter 'ng'!
(ngngngooo-a-o-a-ooo-aoaooyy), ng-ng, the letter 'ng' (singing together: o-a-o-a-o-aoy). (Mergen alone: ngngoo-ao-ao-ao-aoyy, iiiyeeaa-e-aa-e-aa-e-a-eee). e-a-a-e-a-aeee, 6-a-a-6-a-a-ooy. U-a-i-uu-aa u-va-yang', like... (u-va-yang)
(uvayangoooo-a-yo-va-ya··Ooo-uvayang-ooo-aoaoaoaooy. e-e-aaa-e-e-a-i-a-iiy).
As we see, Mergen taught me to sing vowels, and not melodies. He did not mention
melodies at all during his kargyraa lessons. We only discussed and sang these
vowels, and after this fragment he explained to me how to use my voice properly. He
advised me to practice in order to get used to the kargyraa style. Much emphasis was
put on this last idea, namely that the throat needs time to get used to the deep
sounds, preferably beginning at a young age. But the main thing that we see is that
overtone singing in Tuva is at least partly based on phonetic or linguistic principles.
Mongush Mergen and I did not discuss melody, apparently the melodies would come
much more easily by the time I had learned to produce the vowels properly. It was
clear, something which also emerged from the xoomej lessons analysed below, that
Mergen wanted me to concentrate on the vowels and not on the melodies.
But how, then, do Tuvans produce melodies? Are these merely coincidental?
During another interview and singing session with members of the modern-jazz-group
Biosintiz ('Biosynthesis'), one of them (Chamzaryn Genna) remarked that it was
especially fine to sing vowels in a certain order. One should start with 'o' first and
then 'C', with which the overtone numbers eight (octave), nine (second) and ten
(third) can be produced. These should be combined melodically and rhythmically
first, and only then should a wide-open 'a', which produces a fifth (the twelfth
harmonic) with the fundamental be sung. 12

12
I.e., more precisely, an octave, second, third and fifth three to three-and-a-half octaves above the
fundamental ( no.'s 8, 9, 10 and 12).
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Mongush Mergen explained me how to sing vowels in a particular order too. One
should sing these sounds very slowly in order to get used to the pressure involved.
The student should start off with the vowel 'e, followed by a slow transition to the
vowel 'a'. Then one should sing another couple of vowels, still another and blend
them all together. Only when one is able to perform the vowels well in kargyraa or
xoomej can one proceed in making melodies.
A technical approach to xoomej
Another approach to teaching xoomej also df'~ 1 <> with the chistii zvuk, but from a
more practical, physiological angle. Before writing down my experiences with the
Tuvan singer Aleksej some remarks should be made about the physiology of xoomej
techniques. Singing with considerable pressure on the throat is a common feature in
Tuva and neighbouring areas. Singers make this pressure on various parts of their
bodies: the most obvious form of tension is executed on the vocal cords, which can
readily be heard. But enormous, and visible pressure may also be executed on the
head, as well as on the stomach and chest. One singer I met and recorded, Chambal
Duxul-ool from MongYn Taiga (on the border with Mongolia and the Altai), sang
xoomej with extremely high pressure, with swollen veins on his forehead, in his neck
and around his mouth. He made his lips tremble very strongly. The trembling seemed
to vary according to the pressure in the veins and resulted in a tremolo in his
overtone melody, which surely would have sounded different if he had tried to make
it in another way (e.g. by moving the larynx up and down). Thus the high pressure,
the taut vocal cords and the whole complex of physical attributes that singers use
create very specific sonic effects.
Most other informants sang with great, visible pressure: the head reddens and
veins in the face and neck swell. This pressure is apparently an essential feature to
obtain the desired sound in Tuvan overtone singing. It has been confirmed by
researchers that a tense throat is beneficial to overtone singing (Bloothooft et al.
1991 ). Their experiments were carried out with a Dutch/American singer who sings
with considerably less tension than his Tuvan colleagues. Due to a very small
bandwidth, the harmonics neighbouring the melody note are suppressed. Harmonics
of other formants, higher or lower than the melody, arc also greatly clarified because
their peaks are sharper. The conclusions of Bloothooft et al. imply that the greater
pressure made by Tuvan singers results in an even more distinguished difference
between fundamental and partial. Thus we can (and should) understand the idea of a
clean sound quite literally: the melodic partial is cleaned of as many of the partials
directly neighbouring it. Higher and lower formants, which we usually do not
consciously hear in speech or song, may also become audible for a trained listener.
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In Mongolia the pressure executed is sometimes greater than in Tuva, for instance in
the case of professional singer Tserendavaa, who injured himself and fainted at a
concert (Pegg 1992: 43). There may be some difference between Tuvan and
Mongolian xoomej in these respects. Recordings made of Sundui in the 1970s
(Discography 1977) give the impression of singing with extreme high pressure. When
I played one of these recordings for Tuvans, they remarked that he sang with too
much pressure, and that I should not sing with such a tense voice. Others did not
even consider it to be overtone singing. The song I played is analysed in Tran Quang
Hai and Hugo Zemp's film 'The Song of Harmonics' (Zemp and Tran 1989). The
film shows that Sundui succeeded incredibly well in reducing all lower sounds from
his voice: nothing is left of them in the spectral analysis. This is perhaps partly to be
attributed to the equipment used for recording, since the absence of a fundamental is
simply impossible; on the other hand the recordings and Dr. Pegg's accounts from
Mongolia add to the impression that Mongols may sing extremely tensely, certainly
more so than do Tuvans. Warned by the advice of Tserendavaa, I asked several
Tuvan informants, senior musicians and young talents, about potential harm to the
throat. None of them confirmed this, neither spontaneously nor after repeated
questioning. Instead they pointed to the time needed to get used to the tension. They
stressed the need for practising, but did not show any doubt about the result: they say
the pressure does not do them any harm.
Another advisor about singing xoomej was Aleksej, whom I met during the latter
part of my stay in Tuva, when I had already had instructions of several singers. I had
improved my technique of making a chistii zvuk, and I sang in European as well as
Tuvan style for these musicians. Aleksej advised me first to learn the physical parts
of singing before even thinking of melodies or stylistic techniques. He spent some
time demonstrating and teaching me how to control my breath, not paying any
attention to the actual pitch or melody that came out of my mouth. He was listening
to hear whether or not I sang with my throat. He wanted me to concentrate only on
my stomach and chest, and to put an enormous pressure on the latter, coming from
the stomach. As he sang for me his chest became impressively bigger, even more so
because he had an athletic build. But he also demonstrated, and made me imitate, this
pressure without singing. This technique aims at freeing the throat from unnecessary
strains, that is, to relax the throat while there is pressure coming from the chest.
Sundui advised a participant at a symposium on Asian Music in 1978 to start by
holding his breath, use it effectively, listen to recorded examples and imitate them in
order to learn xoomii (Emmert and Minegishi: 49). This approach shows similarities
with the instruction Aleksej gave me as far as the order of learning the different
aspects of xoomej is concerned.
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Aleksej's technique was hard for me to grasp, and even harder to control. For a
singer trained in European or American conservatoria with, for example, the
Alexander technique, it is unnatural to create extra pressure on purpose. In fact the
contrary is true. Western educational methods stress the necessity of the absence of
any unwanted, unnecessary strain (Canne Meyer 1982). Singing students are taught
to be aware of the many muscles they use when they sing, in total more than a
hundred, and to relax as many of them that arc not needed for a specific voice
quality. The idea in Western musical thought that singers should relax as much as
possible and avoid too much tension was too ingrained in me to understand
immediately and fully what exactly Tuvan throat singers aim at; this process of
habituation took several months of practising.
We saw that there is no uniform way to explain xoomej to students. Some singers
emphasize the necessity of pressure from the chest and stomach and of tension in the
throat, and use it as the point of departure for musical studies of xoomej.
Conclusion: the folk-concept of xoomej
Xoomej is a secular art form predominantly practised by males in Western and
Southern Tuva. There are no restrictions for singing, but some more for performing
in public. It is strongly associated with nature, even when it is performed in cities,
where groups are experimenting with ensemble singing. Throat singing is transmitted
through relatives or, in groups, by well known singers. It is explained and
conceptualized in several ways: as vowel singing, as throat singing and, usually in a
later stage, as overtone singing.
There is no Tuvan equivalent for our Western concept and term overtone singing.
Throat singing is a more apt translation of and name for xoomej: this most resembles
the folk-concept and it thus includes all styles. It is a broader category, including
styles (such as kanzyp and xorekteer) which are like normal singing, and which have
no harmonic melody. These styles are definitely not overtone singing, though they are
xoomej. Other styles, on the other hand, have more than only melodious overtones.
In some styles extra harmonics occur, determining the total sound to an important
extent. These extra harmonics should not be regarded as unintended, irrelevant or
uncontrollable: good singers have some control over them. Xoomej lessons support
the theory that xoomej is not merely a bourdon with an overtone melody: vowels and
onomatopoeiic sounds are a means to teach a student throat singing. Further evidence
can be found in highly individual styles, such as Mongush Mergen's ezenggileer,
where melodies and vowels are virtually absent. This may be an indication that protomusical sounds, such as onomatopoeia and timbres, can also be placed within the
xoomej category.
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'Vocal/instrumental music from Mongolia.' Liner notes by Jean Jenkins.
1990a
Smithsonian/Folkways Records SF 40017, 'Tuva; voices from the centre
of Asia'. Liner notes by E. Alekseev, Z. Kyrgys and T. Levin.
1990b
Music of Man Archive/Jeckiin Disco JD 6, 'Corsica; Traditional songs
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Zemp, Hugo and Tran Qang Hai
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compiled by Loekie van Proosdij

ARNOLD ADRIAAN BAKE (1899-1963)
Research area: India and Nepal

The legacy of Dr. Arnold Bake, as far as his academic work and his personal documents are concerned, has been kept - since the death of Mrs. C. M. Bake - by Dr. P.
Voorhoeve. Not only was he related to the Bakes, through his wife, but he was also
a fellow-student of Bake's in Leiden during the early nineteen twenties. Both studied
Arabic and Sanskrit with the intention of joining the linguistic branch of the civil
service in the former Netherlands East Indies. Contrary to Bake, who chose a
different specialization and finished his studies in Utrecht, Dr. Voorhoeve went to
Java, after obtaining his doctorate, where he was to be the successor of P. Gediking
(librarian of the Koninklijk Bataviaasch Genootschap). In the fifties Dr. Voorhoeve
was appointed to a position with the KJTLV (Koninklijk lnstituut voor Taal~ en
Volkenkunde) in The Hague, before the institute moved to Leiden.
The contents of the Bake archives have, as far as possible, been catalogued by
Dr. Voorhoeve. Over the years, he has corresponded with numerous people about
these archives, for instance with Nazir Ali Jairazbhoy and Amy Ruth Catlin (Bake
Restudy Project, 1984); Dr. E. ten Nijenhuis (Sanggitadarpana); Francis Shepherd
and Ineke Florijn (supplementary bibliography); and Carol Tingey (about Bake's
Nepalese fieldwork).
Dr. Voorhoeve was kind enough to allow us to reproduce a short index of the
annotated catalogue he has made of the archives.
Summary of the contents of the Arnold Bake Archives.
A. Documentation relating to the Sanggitadarpana edition.
B. Lectures and radio talks (9 boxes; index by Nazir Jairazbhoy).
C. Photographs: 2 series of 14 photo albums each containing 160 photos (plus
descriptions), one series from Bake's bequest and the other from the SOAS
(School for Oriental and African Studies, London), filed by geographical area.
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D. Photographs from Bake's letters to his relatives (duplicate series in London, with
excerpts from the letters in English and copies of these in the Bake archives).
E. Photographs: 6 Photo albums with photos from Nepal, filed and numbered by
Carol Tingey. Documents, articles and lectures on Nepal. Correspondence with
and publications by Carol Tingey. The Nepalese fieldwork of Dr. Arnold A. Bake:
A preliminary catalogue of the visual material (photographs, transparencies and
cine-films) by Carol Tingey, 1988.
F. 6 Videotapes, Bake Restudy Project, by Nazir Jairazbhoy and Amy Catlin.
G. 2 taperecordings of lectures accompanied with singic;:-;.
H. Letters from A.A. Bake and C. Bake-Timmers to their relatives in the
Netherlands (1925-1942 and 1945-1962). 27 portfolios and index.
Correspondence with Prof. J. Ph. Vogel (property of the Kern-Institute in
Leiden).
I. Personal notebooks (1952-1954 and 1957-1962). Diaries of C.M. Bake-Timmers.
J. Manuscript, Masks and Faces, (unpublished work) plus photos from Nepal.
K. Negatives: (glass) plates and (lantern) slides. Slides from Nepal1939 and negatives with a description by Jean Jenkins. Negatives and photos from India, Java
and Bali.
L. Professional correspondence and documents.
M. Programs and reviews. Documents SOAS.
N. Documentation for (auto)biography, by Bake and by Mrs. Bake.
0. Report of a tour through the U.S.A.
P. Correspondence with and publications by Mrs. Frances Shepherd and Mrs. Ineke
Florijn.
Q. Publications by A. A. Bake. In Memoriams. Bibliography (by J. Brough and by
Ineke Florijn).
R. Correspondence concerning the legacy of A. A. Bake. Annotated index to the
Bake archives. Accounts book Bake archives.
Recently the Bake archives have been transferred to the Kern Institute in Leiden,
whose address is:
Vakgroep Talen en Culturen van Zuid- en Centraal Azie, lnstituut Kern
Nonnensteeg 1-3, Postbus 9515, 2300 RA Leiden.
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P(ETER) C. J. VAN HOBOKEN 1901-1994
Research area: India
Long before he went to Paris (1931) - together with the dancer Indradev ·· to study
Indian music and dance, Van Hoboken was deeply interested in Oriental philosophy
and music. After leaving Paris in 1935, they both went to India to study some of the
main styles of music and dancing on location. Back in the Netherlands (1939), Van
Hobo ken was employed by the transcription department of the Wereldomroep (World
Service), where he arranged music and prepared programs, for instance about
Rabindranath Tagore and Gandhi. He continued to give public performances, with
which he had started already in Paris, in India and later in the Netherlands. For this
purpose he also adapted Sanskrit texts for performance on the Dutch stage.
Van Hoboken visited India and Ceylon once more in 1967, taking material back
home with him.
In the later years of his life his collection of books, old records and manuscripts
has been gradually incorporated into the collection of Felix van Lamsweerde, who
was kind enough to supply us with the details on the Van Hoboken collection that are
reproduced below.

Van Hoboken collection (incorporated in the Van Lamsweerde collection)

FELIX P.M.C. VAN LAMSWEERDE (1934)
Research area: India
Following the advice of Jaap Kunst, Felix van Lamsweerde studied cultural
anthropology as an introduction to ethnomusicology. He became a research assistant
at the KIT (Royal Tropical Institute) in 1956. In 1962 he did a specialized
postdoctoral course in Indian music under Arnold Bake and Nazir Jairazbhoy at the
School of Oriental and African Music in London, which was followed by two years
of research in India. He studied the sitar with Vilyat Khan and Imrat Khan, made
recordings of classical, folk and tribal music and collected musical instruments for
the collection at the KIT, where he was appointed curator of the department of
ethnomusicology in 1965.

Van Lamsweerde/Van Hoboken collection
A. About 400 phonographic records (historic 78rpm records, partly from the
thirties); 300 LP records and 500 tapes (of which about half are original
recordings).
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B. 1500 slides and about 400 (black and while) photo negatives.
C. Books: about 800 titles (60 percent on music and dance in India and the

remainder on India subjects in general).
D. Manuscripts, transcriptions, personal notebooks
performances and (radio)programs.

and

documentation

on

Address:
Felix van Lamsweerde, Koninginneduinweg 5, 2061 AM Bloemendaal.

1891 ~ 1960
Research area: The Netherlands, Indonesia

JAAP (JACOB) KUNST

Jaap Kunst expressed the desire to bequeathe his entire personal collection to the
Koninklijk lnstituut voor de Tropen (KIT or Royal Tropical Institute) in Amsterdam
as early as 1957. In 1963, due to unforeseen circumstances, this collection became
the property of the University of Amsterdam. This part consisted of books and
documents, films, photos and photo negatives, phonographic records and tapes and
the correspondence. The collection of instruments and wax cylinders, with recordings
made by Kunst in the former Dutch East lndies is still housed in the KIT.

The J aap Kunst collection
A. Books and professional journals (about 2500, according to sources from 1961 and
1966).
B. Brochures and offprints.
C. Photo archives: photos, (glass) slides, photo negatives (according to the same
sources, about 3000 in total).
D. Films: since 1992 seven cine-films have been kept in the archives of the
Stichting Film en Wetenschap (three of them on Terschelling, two on Flores, one
has Athjeh/Nias as subject, and one was made during festivities in Djokjakarta in
1931).
E. Phonographic records (about 800 - historic - 78rpm and LP records are
catalogued), tapes and wax cylinders. These latter are the property of the Royal
Tropical Institute and have been catalogued by Felix van Lamsweerde.
F. 2 Albums with photographs.
G. Manuscripts of Kunst's publications.
H. Itinerary (diaries).
I. Correspondence 1919-1960. See Van Proosdij/van Roon, Jaap Kunst correspondence 1920-1940; An annotated index, Amsterdam 1992 (describing 1250
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correspondents I 8400 letters). The cataloguing of the second part of the correspondence is in progress.
Addresses:
Universiteit van Amsterdam, Documentatiecentrum Nederlandse Letteren (Dr. J.
Louman, faculty-librarian), P.C. Hoofthuis, kamer 463, Spuistraat 134, 1012 VB
Amsterdam.
Koninklijk Instituut voor de Tropen (Royal Tropical Institute), Section
'Ethnomusicology', Mauritskade 63, 1092 AD Amsterdam.
Stichting Film en Wetenschap, Zeeburgerkade 8, 1019 HA Amsterdam.

PETER (PE) ROZING (1913) [Father- S.V.D.]
Research area: Indonesia (Flores)
After completing his studies in philosophy and theology, Rozing was ordained priest
in 1941 (by the Roman Catholic order Societas Verbi Domini). He took up a course
in music theory at the conservatory of Tilburg after the Second World War. Later he
assisted Jaap Kunst with the collection of the manuscripts and publications of Erich
Moritz von Hornbostel to prepare an 'Opera Omnia' for publication. This work
resulted in seven sets (typed out), each of which contains the assembled works of
Von Hornbostel in three parts. (In the 1970s an official edition with an English
translation was started as Hornbostel Opera Omnia, but this was discontinued after
the publication of only one part in 1975). In 1946 he went to Ndora (Ngada) in
Flow> as a missionary, where he worked first in Nangaroro and from 1969 in Wudu
(until 1984). During his stay there, he tried to incorporate traditional Florenese music
into the Catholic religious service. He also collected flutes and jew's harps, and made
photographs and sound recordings.
The collection of Father Rozing has recently been donated to the Tropenmuseum,
Koinklijk Instituut voor de Tropen in Amsterdam. Paula Bos is cataloguing this
collection. The musical instruments will be compared to the instruments collected by
Jaap Kunst, and those acquired by Paula Bos for the Tropenmuseum in 1994.

The Father Razing S. V.D. collection
A. Manuscripts: 6 published and about 10 unpublished papers.
B. Sound recordings: about 300 musical examples, recorded for the most part in
Flores.
C. Musical instruments: 61 flutes from Flores, 4 from Timor and 4 from Java; 4
jew's harps from Flores, 2 from Timor and 2 from Java.
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D. Photographs of musical instruments, musicians and dancers.
Address:

lnstituut voor de Tropen (Royal Tropical
'Etlmomusicology', Mauritskade 63, 1092 AD Amsterdam.

Institute),

Section

WILL D. SCHEEPERS (1913 - 1990)
Research Area: The Netherlands
After being trained at the Conservatory of Amsterdam (piano), Will Scheepers was
employed by the publication and information department at the KlT (Royal Tropical
Institute). She also became Jaap Kunst's eo-worker, accompanying him on his
lectures as a
and together with him she attended several congresses on
traditional music. In the 1950s she became secretary of the Dutch branch of the
International Folk Music Council (IFMC). She wrote some popular articles on nonWestern music, but of more importance is her collection of original Dutch (and other
European) folk songs which she recorded and transcribed.

The Scheepers collection
A. Sound recordings: 70 records (78 rpm); 30 original tapes with Dutch folk songs;
30 tapes with folk songs copied from recordings by others.
B. Manuscripts: about 20 articles by Scheepers.
C. Documentation on Enropean folk music and folk dance (newspapers, journals
etc.).
Address:

Koninklijk lnstituut

voor de Tropen (Royal Tropical
'Ethnomusicology', Mauritskade 63, 1092 AD Amsterdam.

Institute),

Section

L. VAN WARMELO (1894-1976)
Research area: Europe, South Africa
WiLLEM

Born in the former Netherlands East Indies, Willem van Warmclo started music
lessons as soon as his family returned to the Netherlands. He was instructed by
notable teachers and performed as a pianist and conductor. Van Warmelo was among
the first to introduce the harpsichord and recorder and he became very interested in
folk music, especially Andalusian folk songs. In 1939 he was invited to come to
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South Africa, where he did research on vocal music. Among the "Kaapse Maleiers"
(a group of about 100,000 people) he found a lively singing tradition. From 1956 on
he recorded their songs. Van Warmelo was also a music teacher at the Battswood
Training College, a school for coloured students. Due to the fact that the strict
"apartheid" laws were colliding with his close contacts with the coloured population,
he left South Africa in 1962. The publication of a book on the subject of the "Kaapse
Maleiers" (Cape Muslims) was delayed by illness and remained unfinished. In BOA
Perspectief (1982, 2, 1-3) part of his material was made into an article ('Oudc
Nederlandse liederen bij de Kaapse Maleiers').
Willem van Warmelo donated all of his research material and manuscripts to the
Royal Tropical Institute (KIT) in Amsterdam.
The Warmelo collection
A. 10 boxes of books (about Dutch folk songs, South Africa, and ethnomusicology
in general).
B. Manuscripts, articles, notebooks, diaries, musical transcriptions, lectures and texts
of radio programmes.
C. Several dozen records (78rpm), tapes and registrations of radio programmes
("Kaapse Malciers").
D. Photos and slides, partly without index.
E 2 Filing boxes (with index); files on tunes, references and quotations in alphabe~
tical order.

Address:
Koninklijk Instituut voor de Tropen (Royal Tropical
'Ethnomusicology', Mauritskade 63, 1092 AD Amsterdam.

Institute),

Section

ADDRESSES

This list only contains addresses of some major educational institutions, societies
and foundations, and museums, of which the most relevant for non-Western
perfonning arts are marked by au asterisk *. Telephone numbers are those used
when dialling from another city within the Netherlands. From outside the
Neiherlauds one should dial the number for international calls, followed by the
country code: +31, and the Dutch number without the first 0.

UNIVERSITY, SEMI-UNIVERSITY, AND HBO INSTITUTES
Afrika Studiecentrum (ACS)
(Africa Research Institute)
Wassenaarsewcg 52, PO Box 9555, 2300 RB Leiden.
Tel. 071-5273372 I 5273354; fax 071-5273344
Library with general documentation.
*Department of Music, University of Amsterdam
(Etnomusicologisch Centrum 'Jaap Kunst')
Spuistraat 134, 1012 WP Amsterdam.
Tel. 020-5254443; fax 020-5254429
The department offers an M.A. course in music and ethnomusicology, including a practical game/an
course. It has a music library and audiovisual archives.
*Department of World Music, Rotterdam Conservatory
Pieter de Hoochweg 222, 3024 BJ Rotterdam.
Tel. 010-4767399; fax 010-4253262
Founded in 1990. The World Music Department offers a four-year B.A. course with specializations in
teaching or performing. Students can choose from North Indian classical music, Latin American (e.g.
Brazilian and Caribbean) music, flamenco guitar, Argentinian tango and World Percussion. A general
game/an course is also ofiered.
*International Institute for Asian Studies
Nonnesteeg 1-3, PO Box 9515, 2300 RA Leiden.
Tel. 071-5272227; fax 071-5274162; E-mail: iias@rullet.leidenuniv.nl
HAS WWW server: http://leidenuniv.nl
Founded in 1993. This postdoctoral institute organizes seminars and coordinates Asian studies in the
Netherlands.
Publications: IIAS Newsletter, general information, monographs.
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Centre for Latin American Research and Documentation (OIDIA)
Keizersgracht 395-397, 1016 EK Amsterdam.
Tel. 020-5253248
Founded in 1971. Organizes seminars. Documentation centre.
Pnblications: CEDLA Latin America Studies Series and Latinoamericanistas en Europa; Revista Europea
de Estudios Latinoamericanos y del Caribe/European Review of Latin American and Caribbean Studies.
Koninklijk Instituut voor Taal-, Land- en Volkenkunde (Kl7L V)
(Royal Institute of Linguistics and Anthropology)
Reuvensplaats 2, P.O.Box 9515, 2300 RA Leiden.
Tel. 071-5272295; fax 071-·5272638
Founded in 1851; part of the Koninklijke Nederlandse Academic van Wetenschappen (Royal Dutch
Academy of Sciences). Anthropology, geography, history and linguistics of Southeast Asia, the Pacific
area, and the Carrihean area and neighbouring regions. Library, photographic documentation.
Publications: Bijdragen tot de Taal-, Land- en Volkenkunde Qournal, 4 times per year), Excerpta
lndonesica (twice a year), Verhandelingen series of monographs (150 volumes), Bibliographical Series,
Translation Series, Bibliotheca lndonesica, Dictionaries, etc.
*Onderzoehchool CNWS (voor Aziatische, Afrikaanse en Amerindische Studies)
(Research Instituut CNWS for Asian, African and Amerindian Studies)
Nonnesteeg 1-3, PO Box 9515, 2300 RA Leiden.
Tel. 071-5272171; fax: 071-5272939; E-mail: cnws@rullet.leidenuniv.nl
Founded in 1988. Coordinates graduate programme on Asian, African and Amerindian Studies in Leiden.
Organizes seminars, together with the Research Schools CERES (Utrecht) and ASSR (Amsterdam). One
of the clusters is Fine Arts and Material Culture. Some of the departments, constituting the CNWS,
regularly organize practical courses, e.g. on Turkish orta oyunu theatre, Balinese kakawin singing, and
West Javanese Cianjuran music.
Publications: CNWS Publications series (30 volumes), CNWS Newsletter, twice a year.

NON-UNIVERSITY INSTITUTES, SOCIETIES AND FOUNDATIONS
*European Foundation for Chinese Music (CHIME)
P.O.Box 11092, 2301 EB Leiden.
Tel. 071-5133123; fax 071-5123183
Visiting address (from December 1996, on appointment): Gerecht 1, Leiden.
Founded in 1990. CHIME is a platform for scholars and students of Chinese music in the world of
European ethnomusicology, sinology and anthropology.
Publications: CHIME Journal, twice a year.
*Landelijk Centrum voor Amateurdans (LCA)
(National Centre for Amateur Dance)
Oudegracht 25, 3511 AB Utrecht.
Tel. 030-2334255; fax 030-2332721
Founded in 1990 as coordinating and supporting organ for amateur dance. Organizes courses and festivals.
Publications: Dans, and Volksdans, both 8 times per year.
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Landelijke Ondersteuning Amateurmuziekorganisaties (LOAM)
(National Supporting Institute for Amateur Music groups)
Keizerstraat 3, 3512 EA Utrecht.
Tel. 030-2302301; fax 030-2300280
LOAM was founded in 1993 as an umbrella organization for six national amateur music organizations.
These are: FASO (amateur symphony and string orchestras), Huismuziek (society for music at home), NCB
(zither association), NOV AM (organization for accordions and mouth organs), NPG (pipers guild),
NVvMO (mandolin orchestras) and later the Stichting Draailier en Doedelzak (hurdy-gurdy, bagpipes).
Pnblications: magazine Akkoord (activities and courses), 5 times per year, and LOAM-muziekreisgids
(courses, excursions).
Nederlands Centrum voor Volkscultuur
Lncasbolwerk 11, 3512 EH Utrecht.
Tel. 030-2319997; fax 03() .. 2334047
Functions as national centre for folk culture, regional history, folklore, folk art.
Publications: Traditie, 4 per year; Alledaagse dingen, 6 per year; Volkscultuur, 2 per year.
*Nederlands Instituut voor Kunsteducatie (LOKV)
(Netherlands Institute for Fine Arts Education)
Ganzcnmarkt 6, PO Box 805, 3500 AV Utrecht.
TeL 030-2332328; fax 030-2334018
Organizes, e.g., the (international) Teaching World Music network, with an English newsletter 4 times per
year.
*Nederlandse Vereniging voor Etnomusicologie 'Arnold Bake'
(Netherlands Society for Ethnomusicology 'Arnold Bake')
Secretariate c/o Carla van Ginkel, Weenahof 25, 1083 .JG, Amsterdam.
Tel. 020-6462700
Founded in 1984. Organizes lectures and conferences.
Publications: Members' Directory, Bakeliet (2-3 times per year), Oideion; 11w performing arts world-wide
(about once a year, in cooperation with the Research School CNWS)
Nederlands Volkl-lied Archief (NVA), P.J. Meertens-Jnstituut
(Netherlands Folk Song Archive)
Keizersgracht 569-571, 1017 DR Amsterdam.
Tel. 020-6234698; fax 020-6240639
Founded in 1953 as the NV A (Dutch National Folk Song Archive) and since 1963 part of the department
of European Ethnology of the P.J. Meertens·.fnstituut voor Dialecwlogie, Volhkunde en Nuumkunde (P.J.
Mecrtcns Institute for Dialectology, Folklore and the Study of Names).
Library and archive. Ethnological research on Dutch musical culture.
*Netwerk Niet-Westerse Muziek
(Network Non-Western Music)
Pauwstraat 13a, 3512 TG Utrecht.
Tel. 030-2332876; fax 030-2315507
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Founded in 1991 as an initiative of Intercultureel Centrum RASA (staging non-Western performing arts),
it functions as a network to inform a wider public about living musical traditions from all over the world
that will perform in Holland.
Publications: seasonal agenda of performances on Dutch stages.

P.J. Meertens-Jnstituut: see Nederlands Volkslied Archief.
Stichting Volksmuziek Nederland
(Netherlands Foundation for Folkmusic)
Boeimeersingel Sa, 4819 AA Breda.
Tel. 076-5141835, fax 076-5218927
Founded in 1983 as a merger between Stichting Volksmuziek Utrecht and Vereniging VolkYmuziek
Nederland. Its aim is to stimulate practising folkmusic, with emphasis on Dutch folkmusic. In recent years
there has been a shift in emphasis to European folkmusic.
Publications: Folkadressengids (list of addresses of folk music groups, organizations) Diatonisch
Nieuwsblad, 4 times per year.
Teaching World Music network: see Nederlands lnstituut voor Kunsteducatie (LOKV)
*World Music School Amsterdam
Amsterdam: Bachstraat 5, l077 GD Amsterdam.
Tel. 020-6768242
Founded in 1990. Courses on various musical instmments, styles and dances in classical and popular
genres from South America, Africa, South East A~ia, the Arab World and India.
Other world music schools are to be found, e.g., in Alkmaar, Den Haag, Haarlem, and Utrecht.

MUSEUMS
Afrika Museum
Postweg 6, 6571 CS Berg en Dal.
Tel. 024-6842044; fax 024-6841922
Collection of musical instruments.
ffaags Gemeentemuseum
Stadhoudcrslaan 41, Postbus 72, 2501 CB Den Haag.
Tel. 070-3381111 I 3512873; fax 070-3557360
Large coilection of musical instruments, mainly from Europe.
Missiemuseum Steyl
St. Michaelstraat 7, 5935 BL Steyl-Tegelen.
Tel. 077-3768294
General collection.
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*Museum voor Volkenkunde, Rotterdam
Willemskade 25, Postbus 361, 3000 AJ Rotterdam.
Tel. 010·A111055 I 4112201; fax 010-4118331
General collection. Theatre De Evenaar is part of the museum. Library, non-Western music videotapes.
Nijmeegs Volkenkundig Museum
Thomas van Aquinostraat 1, Postbus 9108, 6500 I-IK Nijmegen.
Tel. 024-3615577; fax 024-3611945
General collection.
*Rijksmuseum voor Volkenkunde
Steenstraat 1, PO Box 212, 2300 AE Leiden.
Tel. 071-5211824; fax 071-5128437
General collection, containing musical instruments, and audiovisual documentation.
*Tropenmuseum, Koninklijk Instituut voor de Trqpen (KIT)
(Tropical Museum, Royal Tropical Institute)
Mauritskadc 63, 1092 AD Amsterdam.
Tel. 020-5688711; fax 020-5688331
Founded 1926. Includes ethnomusicology section, with permanent exhibition of musical instruments, dance
masks and puppets; workshops by musicians and dancers. Archive of sound recordings and documentation.
The Soeterijntheater is part of the KIT.
Publications: Various publications by Jaap Knnst and others; audiovisual recordings.
Volkenkundig Museum Gerardus van der Leeuw
Address: Nieuwe Kijk in 't Jatstraat 104, 1712 SL Groningen.
Tel. 050-3635791
General collection.
Volkenkundig Museum Nusantara
St. Agathaplein 4, 2611 HR Delft.
Tel. 015-2602358; fax 015-2138744
General collection of Indonesian objects.

ABOUT THE AUTHORS

PETER VAN AMSTEL (b.l952) is a musicologist and a journalist. He set up a world
music school in The Hague, after a career as in several ethnographic museums and
as a concert organizer. He is currently involved in research on teaching materials,
world music and computers, and coordinating the LOKV world music teacher
training course. He teaches world music history and general music education.
Besides, he is active as a journalist, writing on different aspects of world music. Peter
van Amstel may be contacted at Kelbergen 33, 1104 LB Amsterdam, Tel. +31-206956713.
BART BARENDREGT (b.1968) obtained his doctorandus degree (M.A.) in anthropology
from the University of Leiden in 1994. He did one year of fieldwork with the
Minangkabau, Sumatra, Indonesia in 1993/94. His main interest is the Minangkabau
martial art (silat), and its relation with randai theatre and pencak dance performances.
He is preparing his Ph.D. research on some Minangkabau dances. Bart Barendregt
may be contacted at Hunzingo 130, 2716 CL Zoetermeer, Tel. +31-79-3213909.
PAULA R. Bos (b.1971) obtained her doctorandus degree (M.A.) in cultural
anthropology from the University of Leiden in 1995. She conducted fieldwork on
music in Rowa (Flares, Indonesia) from December 1993 to April 1994. She also
collected Florenese musical instruments for the Tropenmuseum, Amsterdam, and she
is preparing a publication on this collection and on the Flores collections of Jaap
Kunst and Father Razing in the Tropenmuseum. She plays flute in the Tembang
Sunda Cianjuran ensemble of West Javanese music in Leiden. Paula Bos may be
reached at the Institute for Cultural and Social Studies, Leidcn University, P.O. Box
9555, 2300 RA Leiden. Tel. +31-71-5273451, fax +31-71-5273619.
AMRIT GOMPERTS took his doctorandus degree (M.A.) in experimental physics at the
University of Amsterdam. He did research in Indonesia in 1979, 1981 and 1990-1992
and worked there for an engineering company. He is currently involved with
traditional astronomy in Indonesia and his Ph.D. thesis on the history of Javanese
gamelan. Amrit Gomperts may be contacted at Willemsparkweg 147-I, 1071 GX
Amsterdam, Tel. +31-20-6648912.
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ROKUS DE GROOT (b.1947) is a composer and musicologist. He researches the
aesthetics and techniques of contemporary composition, and the relationship between
the creation of Eastern and Western music. His Ph.D. dissertation (1991) was on the
recent works of Ton de Leeuw. Rokus de Groat teaches musicology at the University
of Amsterdam, and since 1994 he has occupied the chair of 'Music in the
Netherlands since 1600' at the University of Utrecht. He did fieldwork in Scotland
and India. In his compositions he explores the expressivity of melodic contours.
Address: Department of Music, Spuistraat 134, 1012 VB Amsterdam, Tel. +31-205254443; fax +31-20-5254429.
FRANK KOUWENHOVEN (b.1956) is a music researcher in Leiden. He studied English
language and literature at the University of Utrecht. From 1978 to 1986 he worked
as a writer and journalist, focusing on Western literature and music. Since 1986, he
has been visiting China regularly to carry out fieldwork on Chinese folk songs. In
1989, he founded the European Foundation for Chinese Music Research (CHIME).
He is the main editor of CHIME journal. His special interests are Chinese and
Western folk songs, musical evolution, bird songs, and contemporary music. Address:
Frank Kouwenhoven, c/o CHIME, P.O. Box 11092, 2301 EB Leiden, Holland. Tel:
+31-71-5133123; fax: +31-71-5123183.
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