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In the gamelan of Central Java there are three types of gender:
gender panembung,1 gendέr barung and gender panerus. The construction
of these three instruments is s imi lar . They are metal lophones with
bronze, iron, or brass keys suspended by cords over tube resonators.
Gender panembung has six or seven keys and a range the same as the
lowest section of the gender b a r u n g f s . Gender barung usually consists
of two and one-half octaves. Gender panerus has the same number of
keys as gender barung but is pitched one octave higher. As a result,
it overlaps gendέr barung by one and a half octaves. Here we are going
to discuss only gender barung (hereafter referred to as gender), its
technique and function in the context of the gamelan. 2

Gender is generally accepted as an important instrument in the
gamelan. 3 Gending (gamelan compositions) with bukά (introduction) by
gender are named gending gender. In other gending, except gending
bonang ,4 if the rebab is absent f rom the ensemble, gender is called
upon to play buka. Either the bonang barung or the gender has the right
to play buka for gending lanearan.^ The pitch of gender is in the low
and medium range. It produces fu l l yet soft sounds. If gender is ab-
sent from the gamelan, the sound of the ensemble is not as fu l l and
sonorous. Thus barung (verbs, ambarung, binarung') , the second half of
the fu l l name for gender, means playing or singing together in order
to create a fu l l sound. The cengkok (melodic patterns) created by
gender frequently suggest patterns to other instrumentalists or vocal-
ists .

* This paper was delivered at the spring 1974 conference of the northeast chapter
of the Society for Ethnomusicology, Brown University. Wesleyan gamelan students
have helped in its preparation. We demonstrated all genderan examples and two
gending for gamelan gadon as part of the presentation of the paper.

1. Gender panembung is also called slentem. The latter name is more common than
the former.

2. Two principal tuning systems, slendro and pelog, are used in the gamelan. We
wil l only discuss gender barung in slendro tuning.

3. The rebab, a two-stringed bowed lute, is frequently accepted as a leader of the
ensemble. The kendang, two-headed barrel-drums, are also considered important
instruments, as the kendang player is responsible for setting, maintaining, and
signaling changes in tempi.

4. Gending bonang are compositions in which the bonang barung is featured as leading
the melodic line of the ensemble. Bonang is an instrument which has a double row
of small horizontal gongs.

5. Lancaran is a name for a gamelan compositional structure. There are many struc-
tures (ketawang, ladrang, and srepegan are others)--each differing in the number
of melodic patterns in a basic structural unit.
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Melodic Patterns in Gender Parts for Genfling

Basically the gender player works with melodic patterns. Two
kinds of gender technique are lamba and rangkep. The word lamba means
"single" (unmarried) referring to the usual or regular speed (104-176
on the Maelzel Metronome), while rangkep means "doubled" (208-320).
Each full melodic pattern in lamba gender parts consists of sixteen
pulses, and each in rangkep gender of thirty-two, but the length of
time taken in playing a full melodic pattern of gender lamba and
rangkep is the same.

Example 1:

A fu l l cengkok of 6 756 ί 5 761 6 . 2 .3. 3 2 1 6

genderan lamba.6 - O Ί ^ Z -όi * 1 0 ^ 1 o z c o.zl o 3 .21 o . 1 2 6 1 2 3 5 2•

A full cengkok of .6.5.6.1 .5.6.1.6 ..ί.ί.12 ..ί.ί.16
genderan rangkep .23.3.3. 3.216.6. .161.6.1 .2.321.2

Most of the cengkok in lamba style are in essence compatible with
their counterparts in rangkep. Most gender cengkok have names based
on melodic ideas from the vocal repertoire, gender melodic lines, or
other technical gamelan terms. Some of these names are: Rujak-Rujakan
(a peppery fruit dish), Aja Ngono (don

!
t be like that), Genduk Kuning

(yellow maiden), and Nduduk (hurrying). Traditionally, in teaching
gender a teacher calls out the cengkok by name to the student. The
names have evocative meanings that relate to exciting melodies so they
are easily remembered.

Example 2: cengkok Rujak-Rujakan.

,v , . u . 5 6 5 . 5 6 5 3 6 . 5 6 3 6 5 6 1
genderan lamba

genderan rangkep

. . .61

.5.6.5.2

2 1 2 .

.5.6.5.3

.65 3 .

•
.6.5.6.2

6 216 1

•
.6.5.6.1

2.21612. 2.21612. . .212.2. 2.321.1.

vocal . . . . 2 2 3 3 3 3 3 2 1 2 £J1
Rujak nangka rujake para sarjana

(Rujak made of jack-fruit is the
favorite of scholars.)

,^ Ί . , . 6 5 6 1 6 761 6 5 7 3 5 1 5 6 1 6genderan lamba

genderan rangkep

. 216 3 .23 5 2 .16 1 5 6 3 5 6• • • • • • •

.6.5.6.1 6.6.61.6 .5.3.5.1 .5.6.1.6

.23.3.3. .5.5.53. 2.161.1. 5.356.6.

vocal . . . . 3 3 552 2 2 1 3 3 1 JJ§
Aja nyengka dimen lestari widada
(Never rest in seeking to be safe
and sound.)

Each key, or note, has a given name: barang, gulu, dada, lima, nem. Cipher nota-
tion now is commonly used as a teaching device and for analysis. In slendro the
arrangement is 1 (barang), 2 (gulu), 3 (dada), 5 (lima), and 6 (nem). A dot in
the place of a number indicates a rest. A dot above a number indicates the upper
octave, below the number, the lower octave. No dot indicates the middle octave. A
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The gender player varies a cengkok to accord with the prevai l ing
mood, to avoid repetition, or to agree with the dramatic situation in
a wayang7 or dance drama scene he is accompanying. However, because
the f low of melody in a gending is important, the gender player makes
smooth connections between cengkok.

Example 3: The same cengkok in different variations.

5 3 5 7 3 5 6 5 1 5 6 . 1 . 1 2 1 6

2.

3.

4.

Lamba and rangkep create different moods. The feeling of a gending
and the playing technique of other instruments may determine when the
gender player should play one style or the other. For" example, if the
drummer plays the lively kendangan kendang eiblon

8
 style, the gender

player will play rangkep; and when the drummer plays kendangan kendang
kalih or kendangan kendang satunggal^ style, the gendέr player will
play lamba. There are two styles in lamba: (1) kembang tibά (falling
flowers) and (2) ukel panoaran (curling and radiating). The latter is
more elaborate: the left hand usually has more notes than the right
hand. Ukel pancaran may even become similar to rangkep. The choice
of rangkep over ukel pancaran or plain lamba depends on the character
of the piece being played or the individual preference of the gender
player.

Example 4:

, , „. , . 2 1 3 2 6 5 3 2 5 6 . 1 . 1 6 5 3
kembang tiba

ukel pancaran
.212352 7636535 7535.5.5 .65373.
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dash above a number or numbers indicates a fractional duration of the notes. A
gender slendro usually has the following keys: 1 2 3 5 6 1 2 3 5 6 1 2 3 . Num-
bers above a line indicate notes created by the right hand, below a line, notes
created by the left.

7. Wayang is the Javanese shadow play. The most popular kind of wayang, wayang
purwa, tells stories from the Ramayana and Mahabharata epics. It is tradition-
ally performed from about 9:00 P.M. until sunrise.

8. Drum melodies (kendangan) played on the kendang eiblon, a drum originally used
only for dance accompaniment, but now used in concerts also. Kendang means drum.
Ciblon is an onomotopaeic name based on the sound made by people slapping water.

9. Kendangan kendang kalih (drum part for two drums) refers to melodies played on
the kendang ageng and kendang ketipung. Kendangan kendang satunggal (drum part
for one drum) denotes melodies played on the kendang ageng alone.


