

  
    
            
        
      
      
        
          
        

        
          
            
          
        
        
          
            
              
                
              
            

            
              
                
                  Nokarohina vao haingana
                

              

                
                  
                      
                      
                        
                      
                  

                
              
                Tiada Hasil Ditemukan
              

            

          

          
            
              

                
              
            

            
              
                Tags
              

              
                
                  
                      
                  
                
              

              
                

              

              
                Tiada Hasil Ditemukan
              

            

          

          
            
              
                
              
            

            
              
                Dokumen
              

              
                
                  
                      
                  
                
              

              
                

              

              
                Tiada Hasil Ditemukan
              

            

          

        

      

    

    
      
        
          
        
      
              

                        
  
  

                
            
            
        
        Bahasa Melayu
                        
          
            
            
              
                Laman utama
                
                  
                
              
              
                Sekoly
                
                  
                
              
              
                Topik
                
                  
                
              
            

          

        


        
          Log Masuk
        
        
        
        
        
          

  





  
    
      
      	
            
              
              
            
            Padamkan
          
	
            
              
              
            
          
	
            
              
                
              
              
            
          
	
          

        
	Tiada Hasil Ditemukan


      
        
          
        
      
    

  







  
      
  
    
    	
                                    
              Laman utama
            
            




	
                          
                
              
                        
              Lain-lain
            
            


      
                  FULFILMENT OF THE REQUIREMENTS FOR THE
      

      
        
          
            
              
                
              
            
            
            
              
                Share "FULFILMENT OF THE REQUIREMENTS FOR THE"

                
                  
                    
                  
                  
                    
                  
                  
                    
                  
                  
                    
                  
                

                
                  

                  
                    COPY
                  
                

              

            

          

          
            
              

                
              
            
          

        

      

    

    
      
        
          
            
              
            
                          
                N/A
              
                      


          
            
              
            
                          
                N/A
              
                      

        

        
                      
              
                
              
                               Protected
                          

                    
            
              
            
            
              Taom-pianarana: 
                2022
              
            

          

        

        
          
            
            
                
                    
                
                Info
                
                

            
            

            

                        
  

                
        Muat turun
          
              

          
            
              
                
                Protected

              

              
                
                
                  Academic year: 2022
                

              

            

            
              
                
                  
                
                
                
                  
                    Share "FULFILMENT OF THE REQUIREMENTS FOR THE"

                    
                      
                        
                      
                      
                        
                      
                      
                        
                      
                      
                        
                      
                    

                    
                      

                      
                        
                      
                    

                    Copied!

                  

                

              

              
                
                  
                
              

            

            
              
                
                114
              

              
                
                0
              

              
                
                0
              

            

          

        

      

      
        
                              
            
            114
          

          
            
            0
          

          
            
            0
          

        

      

    

  



  
        
                    
  
    
    
      
        Memuatkan....
        (lihat teks penuh sekarang)
      

      
        
      

      
      

    

  




  
      

                    Tunjuk Lagi (   halaman )
        
  


  
      

                    Muat turun sekarang ( 114 halaman )
      



      
            
  
    Tekspenuh

    
      (1)al. ay a. AN ANALYSIS ON GAMELAN THEATRE: SELECTED PIECES FROM ARUS GANGSA. U. ni. ve rs i. ty. of. M. KHOO WAN RU. CULTURAL CENTRE UNIVERSITY OF MALAYA KUALA LUMPUR 2018. 

(2) of. M. al. KHOO WAN RU. ay a. AN ANALYSIS ON GAMELAN THEATRE: SELECTED PIECES FROM ARUS GANGSA. DESSERTATION SUBMITTED IN PARTIAL. ty. FULFILMENT OF THE REQUIREMENTS FOR THE. ve rs i. DEGREE OF MASTER OF PERFORMING ARTS. U. ni. (MUSIC). CULTURAL CENTRE UNIVERSITY OF MALAYA KUALA LUMPUR. 2018. 

(3) UNIVERSITY OF MALAYA ORIGINAL LITERARY WORK DECLARATION. Name of Candidate: Khoo Wan Ru Registration/Matric No: RGI150008 Name of Degree: Master of Performing Arts (Music) Title of Dissertation: An Analysis on Gamelan Theatre: Selected Pieces from Arus. ay a. Gangsa. I do solemnly and sincerely declare that:. al. Field of Study: Musicology. U. ni. ve rs i. ty. of. M. (1) I am the sole author/writer of this Work; (2) This Work is original; (3) Any use of any work in which copyright exists was done by way of fair dealing and for permitted purposes and any excerpt or extract from, or reference to or reproduction of any copyright work has been disclosed expressly and sufficiently and the title of the Work and its authorship have been acknowledged in this Work; (4) I do not have any actual knowledge nor do I ought reasonably to know that the making of this work constitutes an infringement of any copyright work; (5) I hereby assign all and every rights in the copyright to this Work to the University of Malaya (“UM”), who henceforth shall be owner of the copyright in this Work and that any reproduction or use in any form or by any means whatsoever is prohibited without the written consent of UM having been first had and obtained; (6) I am fully aware that if in the course of making this Work I have infringed any copyright whether intentionally or otherwise, I may be subject to legal action or any other action as may be determined by UM. Candidate’s Signature. Date:. Subscribed and solemnly declared before,. Witness’s Signature. Date:. Name: Designation:. ii. 

(4) AN ANALYSIS ON GAMELAN THEATRE: SELECTED PIECES FROM ARUS GANGSA ABSTRACT. This research focuses on analysis of gamelan theatre produced by Rhythm in Bronze (RIB) in year 2014. As one of the leading gamelan ensemble in Malaysia, RIB is exploring on contemporary gamelan music and performances. Since year 2005, they. ay a. had been experimenting with gamelan theatre and had showcased many performances on gamelan music and theatre, such as in Monkey Business (2005), Alih PungGONG. al. (2007), MaYa:Gong Illusion (2011) and Arus Gangsa (2014) concerts. Qualitative. M. method was employed; interviews and virtual fieldwork were carried out for data collection. Virtual fieldwork was done through selected recordings of performances. of. from Arus Gangsa concert. Pieces were analyzed and discussed in order to comprehend the musical structure of gamelan theatre. Research looked into two inseparable aspects. ty. of gamelan theatre, which are the music and theatrical elements of the performance.. ve rs i. Aspects of analysis include music and extra musical elements. Analysis on music focused on the musical structure, melody, instrumentation, timbre, dynamic and extended techniques while analysis on extra musical elements focused on the stage. U. ni. presentation, playing gesture and costume.. iii. 
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(15) CHAPTER 1 INTRODUCTION. 1.1. Introduction. This study analyzed selected pieces from Arus Gangsa gamelan theatre by Rhythm in Bronze (RIB). In this study, gamelan theatre was viewed as a whole performance with collaboration of theatrical elements into the music. Analysis looked into two important aspects that built the gamelan theatre: the music and extra musical elements.. ay a. In this chapter, an introduction to RIB and Arus Gangsa was included. Introduction to RIB includes the establishment of the ensemble and its development from contemporary. 1.2. of. M. the limitation of the research were provided.. al. gamelan ensemble to gamelan theatre. The justification of research subject selection and. Background of Study. ty. Founded in 1997, RIB is a contemporary gamelan ensemble integrating music from. ve rs i. different cultures and presents it as Malaysian music. Music by RIB is from a diverse creative combination of Malay, Sundanese, Javanese, Balinese gamelan with Chinese drumming and percussion, Carnatic music, and also Malay and Sufi poetry.. ni. Since 2005, transforming from ensemble that performs concertized contemporary. U. gamelan music to that of gamelan theatre; RIB incorporates movement and acting into their music (Super Everything, n.d.). Gamelan theatre was suggested and proposed to RIB by the late Krishen Jit (P. Matusky, personal communication, 10 January 2017). Late Krishen Jit is a theatre practitioner who wrote and directed numerous theatre and play (Ling, 22 January 2015). Monkey Business was the first gamelan theatre production by RIB and Krishen Jit in year 2005 that incorporated music, movement, spoken text, acting and visible emotion while playing instrument (Ling, 22 January 2015). While 1. 

(16) another gamelan theatre performance Alih PungGong that showcased in 2007 shows a combination of excerpt from Bangsawan theatre and gamelan music.. Analysis on gamelan theatre in this research is based on selected pieces from Arus Gangsa production in 2014. Gamelan theatre performance featured in Arus Gangsa shows a variation in style of contemporary gamelan music and stage presentation. Arus Gangsa, meaning bronze current or tides, is a gamelan theatre production performing a. ay a. total of nine compositions using water as the theme. Due to its elegance and sense of expansiveness, the sound of gamelan played in traditional form in royal courts of. al. Southeast Asia has been equated to “moonlight and flowing water” (Arus Gangsa. M. program notes, 2014).. Composers of Arus Gangsa connect the acoustic qualities of the gamelan with the. of. Water to display the ability of these ancient instruments for telling contemporary. ty. musical stories (Arus Gangsa program notes, 2014). The pieces performed in Arus. ve rs i. Gangsa are Return, Mirage, Sea-Mother, Rain Kisses, Hakikat Air, Mantera Nelayan, Corak Air, Love Story, and Genbabla. Selected pieces chosen for analysis were composed in different styles with integration of distinct extra musical elements. For example, the piece Corak Air featured duet singing, Return adopted Balinese style. ni. playing, Hakikat Air had mobile stage presentation while Mantera Nelayan incorporated. U. chanting with gamelan and the use of puppetry. The uses of props, lighting and. puppetry created a unique visual effect for each performance. Corak Air, Hakikat Air. and Mantera Nelayan used lyrics and text to narrate the stories.. 2. 

(17) 1.3. Problem statement. Hybridized and theatricalized contemporary gamelan performances by RIB set a new phenomenon in Malaysia. However, there has been a lack of scholarly works to discuss it from a cultural and musical viewpoint. Research on contemporary gamelan music has been focusing on the analysis of new gamelan music composed by Western composer or Indonesian composer who resides in the West (Diamond, 1992).. ay a. There is little research that analyzes or comments on contemporary gamelan music of Malaysia, especially gamelan theatre that incorporates contemporary gamelan music. al. and movement in a single performance. This creates a big gap in the literature of. M. contemporary gamelan music. Therefore, this research focuses on the analysis of hybridized musical performance on gamelan theatre by RIB in Arus Gangsa production. ty. of. in year 2014.. Research Objectives. ve rs i. 1.4. The objectives of this research are:. ni. 1. To discuss the exploration of modern playing techniques of Malaysian gamelan.. U. 2. To analyze the musical performance of gamelan theatre through selected performances in Arus Gangsa production.. 3. To discuss the cultural hybridization of selected pieces from Arus Gangsa in the genre of contemporary gamelan music.. 3. 

(18) 1.5. Research Questions. In order to analyze and discuss the cooperation of theatrical elements in contemporary gamelan music by RIB and its development in Malaysian gamelan music, the following research questions were asked:. 1. What are the musical structures of selected pieces in Arus Gangsa?. ay a. 2. How is the instrumentation of gamelan in Arus Gangsa? 3. What are the roles of gamelan instruments in Arus Gangsa and how they differ from traditional Malay gamelan?. al. 4. What are the playing techniques Rhythm in Bronze used for the pieces in Arus. M. Gangsa?. 5. How does the stage setting of Arus Gangsa differ from traditional or. of. contemporary gamelan music setting?. ve rs i. ty. 6. What are the functions of different stage presentation?. 1.6. Justifications and Limitations. Arus Gangsa was chosen as the subject of analysis because it featured complete. ni. repertoires of gamelan theatre based on one theme. It is the most recent major work by. U. RIB and the composition showed a variety of musical cooperation and extra musical elements. Pieces chosen for analysis were Hakikat Air, Mantera Nelayan, Return, and. Corak Air. These four pieces were selected as they showed different styles, musical structure and stage presentation. Arus Gangsa received five nominations in 12th Boh Cameronian Arts Award in 2015 (Toh, March 2015).. Analysis was based on selected pieces from Arus Gangsa concert available on the internet. Video recording of the entire concert is not available for analysis due to 4. 

(19) creative rights of RIB. The original scores of Arus Gangsa were not available for analysis too, therefore transcription of melody excerpts through video recordings available from the internet were done.. In this research, modern staff notation is used in transcribing gamelan music, as it is more comprehendible instead of traditional cipher notation. Modern staff notation is able to show more complicated rhythmic patterns too. Below shows the comparison. M. al. ay a. chart of traditional cipher notation and modern staff notation used in this analysis.. Definition of Terms. ve rs i. 1.7. ty. of. Figure 1.1: Modern staff notation used by gamelan in this research. Operational definition of terms used in analyzing and describing the musical. structure of gamelan music, such as balungan, gendhing, gongan, kotekan, colotomic. ni. structure were included.. U. 1.7.1. Balungan. Balungan is the “skeleton or frame” melody of a gamelan composition. “Balung” means bone in Javanese. It is played by the saron and slentem (Lindsay, 1979).. 1.7.2. Gendhing. The term gendhing carries different meaning in different context. Generally, gendhing means gamelan composition, and formal gamelan structures (Hilder, 1992). 5. 

(20) 1.7.3. Gongan. Gongan is used to describe the largest phrase marked by gong ageng in gamelan composition. Gongan also means the distance between primary (lowest) gong strokes (Sumarsam, 1999). Instruments that are classified into the gongs category include gong ageng, gong suwukan, kempul, kenong, kethuk and kempyang.. ay a. These instruments formed gong structure in gamelan music: the gongan and kenongan. Gongan is the largest sections in the gong structure that were marked by gong ageng. Meanwhile, kenongan is the smaller section divided from gongan. Kenong. al. marks the kenongan while kempul usually divides the kenongan by half. The pulses of. M. the structure in between stronger beats are played by the kethuk and kempyang. Kotekan. ty. 1.7.4. of. (Drummond, 2014).. ve rs i. Kotekan refers to the interlocking figuration employed in traditional and contemporary Balinese gamelan work (McGraw, 2013). Kotekan was used in Corak Air and Return.. Colotomic Structure. ni. 1.7.5. U. Colotomic structure refers to the indication of established time intervals by specific. instruments (Encyclopedia Britannica, 1998). The music is punctuated by the sound of various sized gongs. Tenzer (2000) states that colotomic structure is the mark off of circular segments or cycles of musical time by various gongs.. 6. 

(21) CHAPTER 2 LITERATURE REVIEWS. 2.1. Introduction. Literature reviews relating to the keywords of the research were included in this chapter. An overview and development of contemporary gamelan music in and outside Malaysia were made. Literature reviews about the role of gamelan music in traditional theatre and the evolution of theatricalized performances in 21st century were covered.. ay a. Modes of analysis for contemporary art music were investigated to find a suitable. 2.2. M. al. analytical approach to gamelan theatre music.. Introduction To Gamelan Instruments. of. Gamelan is derived from Javanese word “gamel”. The term refers to the method of. ty. playing the instruments which means to strike or to handle (Lindsay, 1980). Gamelan. ve rs i. ensemble comprises predominantly of percussive instruments, which are keyed metallophones and knobbed gongs. These instruments produced tone when struck with mallets (Spiller, 2004; Sumarsam, 1998).. ni. In general, “a gong is a metal percussion instrument that has a circular flat surface”. U. (Spiller, 2004, p.60). One of the characteristics of flat gongs is that they do not have a defined pitch. In order to focus the gong’s pitch, the center of the flat circular surface was carved as a raised knob called “boss”. The pitch of a gong was determined by its thickness, size and weight. The timbre of a gong defers accordingly to the softness and hardness of the mallet used. Knobbed gong instruments include gong agong, gong suwukan, kempul, bonang, and kenong.. 7. 

(22) As described by Spiller (2004), keyed metallophones or slab key instruments are rectangular metal bars placed on top of a stand or frame that normally acts as the resonating chamber. A metallophone has four to fifteen or more metal bars. The size of metal bars determine its pitch, given that the larger metal bars are lower in pitch while the smaller metal bars are higher in pitch. The rectangular metal bars are arranged that the lowest pitch is on the player’s left side and highest pitch is on the player’s right side.. ay a. Timbre of slab key instruments mostly depends on the hardness or softness of the mallet (Spiller, 2004). Traditional playing method for these instruments includes. al. damping the sound of the ringing key by pinching or touching the key using left hand. M. until it stops vibrating. Slab key instruments include saron pekin, saron baron, saron demung, and slentum.. of. Besides bronze instruments, gambang and gendang are of other types of percussion. ty. instruments in the gamelan ensemble. Gambang is a wooden xylophone played by a. ve rs i. pair of mallet while gendang is a two-headed drum played with fingers or palm or both (Sumarsam, 1998). For traditional Malay gamelan or joget gamelan ensemble, there are eight instruments, including saron pekin, saron baron, bonang, gambang, kenong, gong. U. ni. suwukan, gong agong and the Malay gendang (Matusky, 1985).. 8. 

(23) ay a al M. The Tuning System and Notation. ve rs i. 2.2.1. ty. of. Figure 2.1: The Gamelan Instruments (Sutton, 1988, p.170). Most of the bronze ensembles in Java and Bali use pelog or slendro tuning systems.. Pelog has seven pitches while slendro has five pitches. According to Spiller (2004),. ni. there are differences in terms of interval size between pelog and slendro tuning system.. U. The interval sizes between each pelog pitch vary, while interval sizes of slendro pitch are about the same. Intervals between pelog pitches are from about 90 cents to more than 400 cents and slendro pitches are about 240 cents.. The five tones of slendro scales are now commonly refer to in numbers, that is 1, 2, 3, 5, 6 (Sutton, Suanda & Williams, 1998). The Malay gamelan, which received influence from the Javanese gamelan, uses slendro scales as well.. 9. 

(24) Spiller (2004) compares the tuning of piano to that of gamelan. He states that the white keys on any piano are tuned exactly the same, as the piano tuners use a single tuning standard for each note. There are standards for tuning in terms of pitch and intervals for each note in piano. For example, the standard pitch for the key labeled “A” near the middle of the piano is 440 vibrations per second. Unlike Western instruments that are interchangeable from one ensemble to another, gamelan instruments are always. ay a. played as a set. Therefore, the pitch or size of intervals of the gamelan does not follow a single tuning standard.. al. Although there is a standard in pelog and slendro tuning, Javanese gamelan tuner. M. will have their own version of tuning on different set of instruments. McDermott (1986) believed that traits of tolerance that runs in Javanese society through their culture,. of. philosophy and arts affect the way they analyze and their aesthetic value. Differences. ty. and unique characters in terms of tuning in each set of gamelan are expected.. ve rs i. The oldest staff notation of gendhing (generic term for gamelan composition) seems to have been formulated by a group of court musicians of Surakarta in late nineteen century (Ishida, 2008). It is called nut rante or chain notation, which only notates the composed melody. Perlman (1991) suggests that the chain notation was suitable in. ni. notating the gendhing melody because of its ability to notate the multi-octave balungan. U. melodies. Notes above the line show pitches in the medium or upper octave while notes below the line show pitches in the low octave.. Balungan refers to the skeleton melody of the gamelan music. However, Ishida (2008) states that the popularity of chain notation remained limited, as it was difficult to read and write. The use of notation was to preserve the art but not to instruct the musician.. 10. 

(25) ay a al M of ty ve rs i. Figure 2.2: The nut rante or chain notation. Part of Gending Titipati slendro pathet. ni. nem (from Nut rante gendhing Surakarta, Musuem Sonobudoyo) (Ishida, 2008).. U. Early notation for gamelan was used in order to preserve the gendhing, and as a. This content downloaded from 121.120.82.76 on Tue, 13 Oct 2015 10:48:46 UTC limited way of learning (Sumarsam, 1995). “The introduction of notation for All useaid subject to JSTOR Terms and Conditions. gamelan also changed the development of gendhing theories in a certain direction” (Sumarsam, 1995, p.111).. Surakarta nobleman then introduced the nut angka notation, as the chain notation was inconvenient during gamelan rehearsals with amateur players, (Ishida, 2008). Numbers were given to indicate pitches. Pitches of pelog were numbered one to seven 11. 

(26) while slendro were numbered one to six (from low to high). From early 20th century, nut angka continue to be the notation of composed melody and was widely adopted by both professional and amateur players (Ishida, 2008). Chart below shows nut angka notation of slendro scales.. 2. 3. 5. 6. ay a. 1. Sumarsam (1995) discussed on how westernization had very great effects on the Javanese gamelan music in the Javanese courts during the nineteenth and twentieth. al. centuries. Western ideas such as musical notation and fixed composition, and the idea of. M. noble and classical arts had effects on the gamelan music, especially those gamelan music taught and performed at Indonesian music institutes sponsored by the. of. government (Spiller, 2004). According to Spiller (2004), “although it is not necessarily. ty. immediately apparent to casual Western listeners, modern Javanese gamelan music. ve rs i. places much more emphasis on a fixed melody and less emphasis on simultaneous. ni. variation” (p.267).. Musical Structure. U. 2.2.2. Polyphony is a distinguish compositional device in gamelan music. Polyphonic. stratification is one of the musical textures that occurs when different layers of single melody moving together at different densities (Spiller, 2004). The term polyphony means multiple melody lines, while stratification refers to the texture of music when the melody lines stacked together. The Javanese gamelan music is organized into four functional layers: colotomic framework, abstracted melody, elaborated melody and drumming (Spiller, 2004). 12. 

(27) Besides polyphony, heterophony is also often a characteristic of gamelan music. Heterophony describes the musical texture when melodic variants of same tune are play together (Encyclopedia Britannica, 2017). Heterophony is one of the basic fundamental in the music of oral tradition where multi-linear texture comes together in the music (Pärtlas, 2016). It can be found in many cultures as a form of music making and as an element of more complex multipart practices.. ay a. Gamelan music of Indonesia is characterized by a complex heterophony, with different types of variation played by different instruments (Encyclopedia Britannica,. al. 2017). The multiple part of heterophony in gamelan differs from the single part vocal. M. heterophony of the East Slavs, Finno-Ugric peoples and the others (Pärtlas, 2016).. Different parts in gamelan have different functions, where the variation techniques. of. are specialized. One of the parts is identified as the theme of the variation, and the. ve rs i. (Pärtlas, 2016).. ty. simultaneous melodic variants are harmonized at certain beats or certain rhythmic form. Composed melody and the slow moving part decide the arrangement and musical. structure. Gamelan compositions have identical metrical unit and were composed in. ni. several structures (Sumarsam, 1999). Gong marks the beginning and the end of a. U. gendhing, and also the elementary unit in the gendhing structure called gongan. Kenong divides gongan into two or four smaller units. Kenong may also play the main melody to guide the melodic flow.. Balungan is the basic melodic outline of a piece that is played on several instruments. Balungan is often played by saron. Spiller (2004) described saron as keyed instruments with six or seven keys that can play one octave of slendro or pelog tuning. The saron family includes saron demung that is tuned one octave lower than saron 13. 

(28) baron that is in one octave lower than saron pekin.. Matusky (1985) described the musical structure of joget gamelan and instruments that are responsible for playing different role in the ensemble. The saron baron plays the skeleton melody while pekin, gambang, and bonang ornate the skeleton melody. “The large gongs such as the kenong, gong suwukan and gong agung function as time markers in the musical system, and the gendang provides specific rhythmic patterns in. ay a. the musical pieces” (Matusky, 1985, p.165).. “Pacing and density of gong stroke” (Tenzer, 2000, p.388) was explained as various. al. effects of gongan and what Gold (2005, p.109) refers to as a way to shape “dramatic. M. mood and degree of tension”. There are “gong patterns that tend to call forth warlike sentiments, regal splendor, spiritual refinement and other responses” (Tenzer, 1991,. ty. gede)” (Lindsay, 1979, p.9).. of. p.44). “The largest phrase of a melody is marked by a large gong (gong ageng/ gong. ve rs i. According to Spiller (2004), the drummer is usually responsible for coordinating. rhythmic activities that include acceleration and deceleration of tempo, to start or end a piece, or in transition of section or to other piece. Some ethnomusicologists even. ni. compare the role of a drummer in a gamelan ensemble to that of a conductor in Western. U. orchestra. This is because a drummer’s role is similar to the conductor: helps other musicians to coordinate their parts and sets the tempos. However, unlike a conductor, a drummer in gamelan ensemble leads with aural signal rather than hand waving.. One of the special features in Balinese gamelan music is its interlocking two-part figuration (McPhee, 1949). The interlocking technique is a creative approach and elaboration towards the music. This technique is played by a group of performers to create melodic or rhythmic patterns. Each performer creates an unbroken continuous 14. 

(29) melody though the playing of a single tone. The interlocking technique, or kotekan in Balinese term, is also known as hocket. Hocketing is common in medieval European singing and African pigmy music (McPhee, 1949).. McGraw (2008) mentioned that the analysis of beat in most of the Balinese music is relatively obvious as a consistent and undeniable pulse that is usually performed by the kajar. The kajar is a small horizontal gong chimes that act as a timekeeper. A staccato. ay a. “tuk” sound is produced from the kajar by striking the chime with mallet and damped it with left hand. Lindsay’s Javanese Gamelan gives an overview on the historical. al. background of Javanese gamelan, introduction of instruments and it’s tuning, notation,. of. also clearly stated in this book.. M. structure of Javanese gamelan music, and it’s role in society. The role of instruments is. ty. History of Gamelan in Malaysia. ve rs i. 2.3. The function of traditional gamelan music is to accompany ceremonies and. celebrations that include weddings, birthdays, funerals, village cleansing rituals and. ni. social community events (South Bank Centre, 2011).. U. The first appearance of gamelan in Malaysia was dated in the year 1811 as a result of. marriage between royal families of Riau-Lingga Islands of Indonesia and Pahang (Matusky & Chopyak, 1998; Mohd Anis Md Nor, 1993). A set of gamelan instruments, musicians and dancers were brought to the court of Pahang. In mid 19th century, the tradition of gamelan music and dance had developed and were named gamelan Pahang or joget Pahang (Matusky, 1985).. 15. 

(30) In early 20th century, marriage between Sultan Sulaiman of Terengganu and Tengku Mariam, daughter of Sultan Pahang caused a relocation of the gamelan sets in court of Terengganu (Matusky, 1985). Gamelan music and dance flourished in the court of Terengganu under patronage of Sultan Sulaiman and Tengku Mariam. Since then, gamelan music and dance began to derive away from Javanese tradition and acquired Malay characteristics. “These characteristics include specific dance movements, aspects. ay a. of costume, a change in the tuning of the gamelan, specific instrumentation, and the use of melodies not originating from Javanese tradition” (Matusky, 1985, p.164).. al. Several traditional gamelan ensembles were formed in conjunction with Tengku. M. Mariam’s enthusiasm towards gamelan music. Terengganu gamelan music accompanied court dance and was entertainment for the royalty; however, it was stored away during. of. World War II (Matusky & Tan, 2004). Gamelan music was then revived in 1966 under the effort of renowned historian and researcher on Malay culture, Tan Sri Mubin. ty. Sheppard, as he encountered a set of gamelan instruments that was kept at Istana Kolam. ve rs i. in Terrenganu (Soon, 2017).. The discovery of gamelan instruments led to reunion of the former musicians, and. reestablishment of new dancers under the guidance of Mak Nang, once the lead dancer. ni. of the court. The Malay gamelan was reborn and was brought to University of Malaya,. U. Kuala Lumpur to be performed in front of the public for the very first time, at the International Conference on Traditional Drama and Music of Southeast Asia. Since then, the Malay gamelan started to emerge as an independent instrumental performance rather than accompaniment for dances or wayang (Ahmad Farid Abd. Jalal, 2008).. According to Mayer (2017), joget gamelan of today has suffered from extreme obscurity, to becoming an overexposed symbol of the nation, similar to any other Malay traditional performing arts. Mayer too described the joget gamelan that was “performed 16. 

(31) at large-scale extravaganzas, parades, theatres and dinner-dance shows to assert the ‘Truly Asia’ national narrative” has lost its original attraction. Gamelan music is often prerecorded in theatrical showcases nowadays. It seems that presence of gamelan ensemble on stage brought inconvenience to the general aesthetics of performance.. Development of Contemporary Gamelan. ay a. 2.4. The emergence of contemporary gamelan in America began when local composers. al. came up with the idea to explore the unusual sonic landscape of the gamelan,. M. structuring a musical composition texturally or formally in an alternative way (Miller & Lieberman, 1999).. of. The central figure for American gamelan Lou Harrison has developed music for. ty. Western instruments that imitate the generalized sound of gamelan. Contemporary. ve rs i. gamelan composition by Lou Harrison was dated from 1970s (Miller & Lieberman, 1999). According to McDermott (1986), American composers focused in the modality, regularity and melody, while traditional Indonesian elements appeared occasionally.. ni. The compositions by American composers are generally based on simplicity.. U. Gamelan in the West are mostly played by the local, not Indonesian (McDermott,. 1986). Even though the repertoire remains largely Indonesian, there is emergence and rapid growth of new music usually composed by members of the respective gamelan group (McDermott, 1986).. Lou Harrison, Jody Diamond, Daniel Schmidt, Barbara Benary and JaFran Jones are among the American composers that start writing new gamelan music (McDermott, 1986). It was further written in McDermott’s article that members from respective 17. 

(32) gamelan group start composing new gamelan music, causing a rapid growth in the repertory.. This is the case with gamelans that were started by Lou Harrison at Mills College and San Jose State University; with gamelans in the bay area Jody Diamond and Daniel Schmidt; with the Gamelan Pacifica at Seattle’s Cornish Institute, the Gamelan Son of Lion led by Barbara Benary in New York, the gamelan at Bowling. ay a. Green University in Ohio, directed by JaFran Jones, and in the gamelan at Lewis and Clark College in Oregon (McDermott, 1986, p.17).. al. The changes towards Central Javanese gamelan style are not widely accepted in. M. 1980s (McDermott, 1986). However, from the recordings that McDermott (1986) came across in year 1978 at the library of Mangkunegaran Palace in Solo, it is found that. of. there were differences in performances dated in late 1920s and early 1930s. The. ty. recordings of palaces performances were found to have differed from traditional. ve rs i. gamelan music in the aspect of female vocal solo, male chorus and gender part.. Innovation in Indonesian contemporary music is when composers make experiment. with the music by adding new resources, mostly relating to the gamelan or other. ni. traditions of the island. This heterogeneous mix contemporary music of Indonesia was. U. categorized under the genre of Indonesian kontemporer (Tenzer, 2000). Among the actions of creating kontemporer music are mass instrument groupings, extended playing techniques, combination between different ensemble and tradition, use of electronics, mixed media, conceptual or performance art, and structured improvisation (Tenzer, 2000). Structured improvisation mentioned by Tenzer (2000) is composes with specific rules; need not follow the rules of Javanese gamelan or other local tradition. Kontemporer’s presence is important at institution such as the Jakarta Art Center and at various conservatory campuses. 18. 

(33) The development of new Indonesian music and discourse on the term musik kontemporer was believed to have occurred in the late 1970s (Sumarsam, 2013). Globalization and economic progress had fostered the performing art scene of Indonesia, through the formation of Jakarta Art Center in the year 1968. Certain musical event sponsored by the Jakarta Art Center had aid in the development of new music in Indonesia (Sumarsam, 2013).. ay a. The Center had sponsored on all sort of musical events, including new music concerts and new music composition competition, to encourage young composers to. al. perform their new works. The most prominent event held by the Center is the 1979. M. Young Composers’ Week (Pekan Komponis Muda, PKM). Composers were invited to perform at the festival representing their respective institutions: ASKI Surakarta; ASTI. of. Bali; ASTI Yogyakarta; AMI Yogyakarta; SMKI Bandung, SMKI Surabaya; and LPKJ.. ty. The performance of compositions from respective art institutions focused mainly on. ve rs i. regional gamelan, which show the dominance of gamelan-based new music at the festival (Sumarsam, 2013). More than half of the works presented during the six years of the festival were gamelan based. The study of tradition from new perspective and orientation of new compositional technique among young musician is much. U. ni. encouraged.. Sumarsam (2013) added “the notion of exploring traditional music as the basis for. creating new music sets the tone for the development of Indonesian music” (p.47). Music critics Suka Hardjana states that majority of the new works performed at the PKM for the gamelan consist of idiomatic expansions of traditional music (Sumarsam, 2013). One of the examples is Supanggah’s first new composition Gambuh, presented at the 1979 PKM. Supanggah states that his work originated from the material of traditional kariwatan (instrumental and vocal music of gamelan). 19. 

(34) The traditional kariwatan has strong potential for musical development but lacks in volume, timbre, tempo, and dynamic. Supanggah’s work departs from conventional elements such as freedom for each musician to interpret within the structure of gendhing and the rich sound quality of the gamelan instruments (Sumarsam, 2013).. Another new gamelan music example given by Sumarsam (2013) is Gendèr by Suwardi, which featuring a gendèr metallophone modeled after a vibraphone, together. ay a. with five normal gendèr. Suwardi states that: “we explore all possibilities to produce new sounds by altering the instruments, or striking, dampening the slabs. al. unconventionally or conventionally, and to mix slendro and pelog tuning” (Sumarsam,. M. 2013, p.49).. Both Supanggah and Suwardi’s new gamelan music presented in 1979 and 1984. of. shows exploration on timbre, tunings, dynamic and rhythm and alteration of instruments.. ty. Composers for new gamelan music try to deviate from traditional gamelan idioms such. ve rs i. as “structure, pleasant endings, interpretation of irama, volume and sound texture” (Sumarsam, 2013, p.49).. From late 1960s into 1980s, “most gamelan ensemble in Malaysia before Rhythm in. ni. Bronze and probably before Sunetra Fernando begun to write contemporary gamelan. U. composition, were playing traditional Joget gamelan style”. The only gamelan ensemble playing anything other than traditional Joget gamelan style would be the gamelan group Sunetra Fernando taught in University of Malaya (P. Matusky, personal communication, 12 December 2016).. As mentioned by Matusky (2004), young Malaysian performers and composers that study music in major conservatories and universities in United States and Europe returned home during 1980s and 90s. Those composers were trained in the 20th century 20. 

(35) compositional method that focused on techniques developing in the music field after World War II. According to the author, those compositional techniques include “the use of serial composition, atonality, polyrhythm, new formal structures and electronic and other new tone colors” (Matusky, 2004, p.393).. Furthermore, young Malaysian composers continuously explore new ways of playing traditional musical instruments and new approach in traditional Asian music cultures.. ay a. These young composers then reflected their own personal taste in developing the new musical style but at the same time trying to maintain a Malaysian identity (Matusky,. al. 2004). Compositions by local composer such as Tan Sooi Beng, Michael Veerapen and. M. Suhaimi Mohd Zain in contemporary gamelan music reflected this description by Matusky in her own program notes written in 2002, for Rhythm in Bronze concert.. of. The early beginning of contemporary sound of Malaysian gamelan is when. ty. University of Malaya acquired a gamelan set. A staff member of the university’s. ve rs i. Cultural center, ethnomusicologist and composer Sunetra Fernando decided to make full use of the gamelan set by getting together a group of friends to learn gamelan music (Yun, 2011).. ni. Contemporary gamelan music in Malaysia was believed, to introduce by Sunetra. U. Fernando during her teaching in University of Malaya (P. Matusky, personal communication, December 12, 2016). As Yun (2011) stated, in 1993, University of Malaya acquired a gamelan set and Fernando, staff member of Cultural Center, ethnomusicologist and composer gathered her friends to learn and play the gamelan.. In 1995, Fernando officially took on the leadership of the ensemble and it was named Gamelan Club. Formation of Gamelan Club brought about collaboration between Fernando, theatre director Krishen Jit and dance choreographer Marion D’Cruz. 21. 

(36) Fernando’s education background exposed her to contemporary gamelan works (when she studied in University of York in England) as well as traditional joget gamelan repertoire she learnt from Komplex Budaya Negara (National Cultural Complex). As a result, Gamelan Club played a variety of Javanese, Sundanese, Balinese style and joget gamelan repertoire.. Gamelan Club actively performed as musical accompaniment for theatre production. ay a. since their formation such as Scorpion Orchid (1995), Storyteller (1996) and Trees (1997). They performed a combination of traditional and new composition by. al. Malaysian and Indonesian composers, and that marks the early beginning of new. M. contemporary voice of Malaysian gamelan. In 1997, Gamelan Club staged its first full length concertized gamelan concert named Rhythm in Bronze.. of. A year after, Fernando leaves Gamelan Club and forms another gamelan ensemble. ty. called Rhythm in Bronze (RIB). RIB tends to explore the sound of the instrument and. ve rs i. create a different tone color. They incorporate the major ethnic musical traditions to create a new Malaysian identity (Seneviratne, 2007).. Theatricalized performances in Malaysia. U. ni. 2.5. There are numerous challenges faced in sustaining interest and preserving traditional. art form among the younger generation (Wan Nor Jazmina; Nor Izzati Abdul Ghani; Ramle Abdullah, 2016). Activists from these traditional art strive to ensure that the performances are preserved despite of modernity.. 22. 

(37) There were numerous performances in Malaysia that combined theatrical elements with dance and music, such as Raja Tangkai Hati in 2003 staging traditional Malay performing arts mak yong in Malaysia’s National Theatre with a twist of modern elements (Foley & Sabzali, 2012). Dama Orchestra is a Malaysian orchestra that produced a lot of performances incoporating theatrical element in music, such as Liu Yun: Portrait of a Songstress (2001), Fragrance of the Night (2002), Love without End. ay a. (2003), September Tale (2005), Butterfly Lovers (2006), Glitz and Glamour (2010), The Moon Speaks for My Heart (2011) (Loo & Loo, 2014).. al. The Next (2012) by Hand Percussion, Malaysia renowned percussion ensemble. M. integrate Malay Gamelan and theatrical movement expression in their performance (Leng, 2013). The concept of drama-dance in Malaysia involved important elements. of. such as nonverbal narration or drama that are performed through dance and music (Mohd Anis Md Nor, 1985). On the other hand, gamelan theatre by RIB presents stories. ve rs i. ty. through musical performances.. The reasons for incorporating theatre elements in dance and music differ in each. ensemble. Dama Chinese Orchestra reported a financial hardship and could hardly generate sufficient funds from merely performing activities to sustain and keep the. ni. orchestra function (Loo & Loo, 2014). The artistic director Pun Kai Loon then shifted. U. the focus of Dama orchestra from classical Chinese music to shidaiqu and into theatre as a necessity for survival (Loo & Loo,2014).. The shifting from classical Chinese orchestra performance to dramatized shidaiqu has proved successful and the increase in patronage has enabled the survival of Dama Orchestra (Loo & Loo, 2014). “Unfortunately, that has caused an increase in production & venue cost, and the various groups all trying our hardest to vie for that little slice of ‘funding’ pie and to attract the audiences and contributions” (Arus Gangsa program 23. 

(38) notes, 2014, p.1). Apart from the creative approach in performing arts, it was hoped that through the creation of gamelan theatre, RIB could get more patronage or attract more audiences for their survival in the society.. The research on in depth discussion of the hybridization of theatrical elements in contemporary gamelan ensemble was supported by Patricia Matusky’s article on “Rhythm in Bronze, New Music for Malaysian Gamelan”. Matusky (2001) stated that. ay a. the new combination of instruments and musical collaboration by Rhythm in Bronze reflected the cultural diversity and music heterogeneity of Malysia.. al. Music recorded in the compact disc from concert held by Rhythm in Bronze in 1999. M. were given details of its composer, style, fusion of foreign drumming pattern or instruments. Development of music by Rhythm in Bronze changes from concertised. ve rs i. ty. of. pieces to gamelan theatre (Matusky, 2001).. 2.5.1. Theatrical Approach in Gamelan Performance. Popular theatre originated from French saying “theatre populaire” means theatre for. ni. people (Schechter, 2003). The aim of popular theatre is to make this performing art that. U. used to be just accessible by the middle-class and above society, more reachable.. Popular theatre also aimed to be more comprehensive and handy to working class population (Harris, 2012).. Harris (2012) mentioned that instruments used by popular theatre include music, mask, puppetry, circus, parody and propaganda and interaction with audience. These techniques create a theatrical language that is more understandable by different classes of society that has different cultural background. Rhythm in Bronze combines gamelan 24. 

(39) music with techniques of popular theatre such as puppetry, narration and props to create performances that are relatively more approachable than concertized contemporary gamelan music.. 2.6. Analysis in Gamelan Music. ay a. Spiller (2004) states that one of the common characteristics of Javanese and Balinese music is the organization of musical layers. It is arranged to produce a harmonious. al. whole and yet each of the layers is different from one another.. M. McGraw (2013) analyzed and compared the temporal and dynamic profile of traditional and contemporary Balinese gamelan music using two different approaches.. of. The temporal analysis was sketched using Balinese aesthetic and theoretical concept of. ty. Ombak, wave, as the primary analytical frame. Meanwhile, the analysis of dynamics in. ve rs i. Balinese music was compared using theoretical method developed for Western repertoire (McGraw, 2013). Colotomy, temporality and dynamics function as an interwoven ribbon in traditional repertoires (Repp, 1998).. ni. Gravitational pull of gong tightened the interwoven ribbon in traditional repertoire. U. but it is found that these traditions were occasionally absent in the contemporary music. repertoire (McGraw, 2013). In traditional repertoires, the dynamic profile tends to drop suddenly to get out of the way of the relatively quiet colotomic gong markers which, often linked to a decreasing or stretching of tempo (McGraw, 2013). Tenzer (2000) notes the importance of relationship between colotomic and dynamic structure that decrease in loudness are often applied nearing gong and other significant structural markers.. 25. 

(40) Simultaneous playing of many elaborations on the slow-moving skeleton melody balungan forms the complex layers of polyphony in gamelan music (Spiller, 2009). The rhythmic coordination between balungan and its elaboration are different from the expectation. of. Western. musical. sensibility.. According. to. Spiller. (2009),. ethnomusicologist Benjamin Brinner and Marc Perlman had termed this difference as end-weighted in contrast with the Western front-weighted rhythm.. ay a. Miller (2001) further explained that end-weighted rhythmic organization means the last beat has the most metric weight rather than the first of a group of beats. This. al. characteristic of Javanese gamelan music is essential in discussing the rhythm. M. organization for contemporary gamelan music in Arus Gangsa, on whether the composer still adopts the end-weighted feature or has moved away from it.. of. Analysis on Malaysian contemporary gamelan music can be found in Matusky’s. ty. (2004) book, describing a performance named Sembuh Sudah composed by Sunetra. ve rs i. Fernando. Analytical method employed by Matusky includes an analysis on the structure, tonality, rhythm, timbre and discussion on other elements that distinguish the composition from the traditional ones. For example, Matusky described Sunetra Fernando’s Sembuh Sudah and Three Pieces for Scorpian Orchid and 10-sen as a. ni. combination of Javanese and Malay gamelan in terms of harmonic structure, texture and. U. mode.. Tan Sooi Beng is one of the composers of contemporary gamelan music in Malaysia. Tan Sooi Beng’s music for gamelan uses polyphonic textures and musical structures of Malaysian or Southeast Asian music. One of Tan’s compositions Perubahan for gamelan focuses on multi layering of rhythms of the gendang and Chinese shigu drums (Matusky, 2004). The motives and tunes of Perubahan played on the gamelan. 26. 

(41) instruments carry Chinese melodic structures and sometimes played in a heterophonic texture (Matusky, 2002).. 2.7. Analytical Model. Paul Carr (2012) listed the elements of music for basic analysis that includes melody,. ay a. harmony, lyrics, poem, texture, tempo, meter, timbre and dynamic.. Gamelan music selected in this study has a combination of folk and art music. The. al. analysis subject shows that it has the concept of popular music too, in the sense of. M. reviving interest. The characteristics of the music show a crossing of typology according to the axiomatic triangle (folk, art and pop) listed in Tagg’s article (1982,. of. p.42). Therefore the author chose to analyze the selected music by RIB based on Tagg’s. ty. analytical model and checklist.. ve rs i. The analytical model referred in this thesis is the revised version of analytical model. Tagg proposed in 1982. According to Tagg (1982 & 2015), the most important component of an analytical model to popular music is:. U. ni. (1) A checklist of parameters of musical expression. (2) The identification of musemes as minimal units of expression and or their compounds (stacks and strings) by means of interobjective comparison. (3) The establishment of figure/ground (melody/accompaniment) relationships. (4) The transformational analysis of melodic phrases. (5) The establishment of patterns of paramusical process, and 27. 

(42) (6) The falsification of conclusions by means of commutation (hypothetical substitution) (Tagg, 1982 & 2015). Whereas, the tools for analysis were listed by Tagg as:. 1. Aspects of time 2. Melodic aspects. ay a. 3. Orchestrational aspects 4. Aspects of tonality and texture 5. Dynamic aspects. al. 6. Acoustical aspects. M. 7. Electromusical and mechanical aspects (Tagg, 1982, p.47-48). of. Tagg (1982 & 2015, p.47-48) further listed down the elements for each aspect in the checklist. Checklists relating to time aspects include durations of section within analysis. ty. object. The pulse, tempo, meter, periodicity, rhythmic texture and motifs of the subject. ve rs i. should be observed in analysis. Analysis object refers to a distinguishable piece of music in audible form. Analysis from melodic aspects includes song and pitch range, rhythmic motifs, tonality, contour, and timbre. Meanwhile, orchestrational aspects look. ni. into the type and number of voices, instruments, parts, phrasing, timbre and. U. accentuation.. Intensity of the sound, accentuation and audibility of parts were grouped under. dynamic aspects. Tonal center and tonality of the analysis object, its harmonic expression and rhythm, harmonic and chord change, connections between voices, parts and instruments, compositional texture and method were included in the aspects of tonality and texture in Tagg’s (1982 & 2015) checklist.. 28. 

(43) Characteristics of every performance venue, its resonance, distance between the place where sound is produced and the listener, and irrelevant sound were all listed in the acoustical aspects. The checklist of analytical tool provided by Tagg is to ensure that every important guideline of musical expression is included as it helps to determine the musical structure of analysis object. Aspects of time, melody, orchestrational and texture will be used as the main guidelines for analysis of gamelan music in this. ay a. research.. Tagg suggested transcription of music, in order to take multiple musical factors into. al. consideration. Suggested by Tagg (2013), paramusical synchrony is a technique of. M. jotting down the time code of certain phrases that the researchers intend to analyze. If an analysis object has lyric, stage performance or dance, or motion picture, its musical. of. structure can be appointed by referring to the extra musical elements that occur at the same time with the music. The time code classification method in denoting the musical. ve rs i. much time.. ty. structure assists reader to find the relevant musical structure in the recording without. Tagg (2013) suggest the placement of digital time code and paramusical synchrony. as two simple ways in denoting musical structure. It further explained that with the use. ni. of time code, anyone could mark the musical structure without having to use the muso. U. jargon. Muso jargon means the technical term used by musician who is over concerned with techniques.. 29. 

(44) 2.8. Conclusion. An introduction towards gamelan instruments, its tuning and notation provides an insight into the gamelan, especially Javanese gamelan. Literature review has been done on Javanese gamelan due to its’ influence on the Malay gamelan. RIB, the analysis subject of this research uses most instruments from the Malay and Javanese gamelan. ay a. set.. Traditional Malay gamelan set only contains eight instruments: sarun barung, sarun peking, gambang kayu, keromong, kenong, gong suwukan and gong agung (Matusky,. al. 1985). However, the gamelan set used by RIB does not follow necessarily the setup of. M. traditional Malay gamelan, there are additional gamelan instruments from other regions such as sarun demung and slentum. Knowing the terminologies of music structure and. of. texture used by several authors in analyzing gamelan music is useful in analysis of this. ty. research.. ve rs i. An overview on the history of gamelan music in Malaysia and the development of. contemporary gamelan music in America, Indonesia and Malaysia were included in this chapter. Comparison on the development of contemporary gamelan music in different. ni. regions brings about the issue of composers’ musical background and intention in. U. composing new gamelan music. For example, new gamelan music by American composers tends to explore the sound of the gamelan instrument with integration of Western musical elements.. Meanwhile, contemporary gamelan music in Indonesia deviates from the traditional gamelan music while keeping it within a framework. Contemporary gamelan music in Malaysia appears due to the effort of local composers, trained in Western compositional technique, in composing modern gamelan music. 30. 

(45) Literature review then looked into theatricalized performances in Malaysia and theatrical approach in gamelan. Several authors have done analysis on gamelan music about its musical structure, texture, melody, instrumentation, and timbre.. McGraw (2013) and Spiller (2004 & 2009) analyzed on Balinese and Javanese gamelan music respectively. Analysis on Malaysian contemporary gamelan music was described by Matusky (2004) in her book “Music of Malaysia”. Besides, an analytical. ay a. model provided by Tagg was used, which provides checklists on parameters of musical. U. ni. ve rs i. ty. of. M. al. expression.. 31. 

(46) CHAPTER 3 METHODOLOGY. 3.1. Introduction. This chapter outlines the research methodology for this study. This study focuses on analysis of musical performance of gamelan theatre by Rhythm in Bronze; therefore a qualitative theoretical framework was employed. A research that produces descriptive. ay a. data is results of qualitative methodology (Taylor, Bogdan & DeVault, 2016).. Several approaches were used such as virtual fieldwork, interview, transcription, and. al. video analysis. Virtual fieldwork was based on recorded performances of Rhythm in. M. Bronze from internet. Selected pieces from Arus Gangsa production dated in 2014 were. of. analyzed from its musical and extra musical aspect.. Qualitative Research. ve rs i. ty. 3.2. According to Qoetz and LeCompte (1984), qualitative research is defined as a set of. approaches to investigation. These investigations depend on data collected through communication, observation, tactility, hearing, smell, and taste (LeCompte & Preissle,. ni. 1994). Creswell (2014) states that qualitative research is a method of exploring and. U. understanding the meaning assigned to a social or human problem by individuals or groups. On the other hand, Hancock (1998) claims that qualitative research develops explanations to social phenomena and to seeks answer for questions about:. 1. Why people behave the way they do 2. How opinions and attitudes are formed 3. How people are affected by the events that go on around them 4. How and why cultures have developed in the way they have 32. 

(47) 5. The differences between social groups (Hancock, 1998, p.2). Data of qualitative research are usually kept in descriptive account. Documentation of qualitative data is in field notes, recordings, transcriptions from audio and videotapes, written records, pictures or films (LeCompte & Preissle, 1994).. ay a. Creswell, LeCompte and Prissle (2014 & 1994) mentioned that qualitative research has a group of specific research design, including narrative research, phenomenological research, grounded theory, case studies, field studies, community studies, life histories,. al. document analyses, ethnographies, and clinical studies (see LeCompte & Prissle, 1994,. of. implementation of research designs.. M. p.142). The size of population and the restriction of research site decide the. Four main types of research design were discussed by Hancock (1998), which phenomenology,. ethnography,. ty. includes. grounded. theory. and. case. study.. ve rs i. Phenomenology research commences when there’s a realization about gap in human’s understanding and the need of explanation. Author further explained that phenomenology is the study of phenomena. It is a method of describing something that. ni. exists as part of the world. According to the author, although phenomenology research. U. does not provide definite explanations, it does increase awareness to improve understanding.. According to Hancock (1998), ethnography is a methodology for descriptive studies of cultures and people. Data collection techniques for ethnography research include both formal and informal interview, and participant observation. On the other hand, grounded theory is the establishment of a new theory. The new theory is established through collection and analysis of data on a phenomenon. 33. 

(48) Creswell (2014) states that case study occur when the researcher had an in-depth analysis of a case, usually is a program event, activity, process of an individual or more. In order to describe a person, an organization or an institution, case study is often ebing used the research design as it provides rich and complete information (Hancock, 1998).. Case study research has different deepness, depending on the event. The simplest case study is an explanation and description on an event while the more complicated. ay a. one is the analysis of a social situation over a period of time. The most complex case study allows analysis on the particular group over a period of time to reflect changes. al. and adjustment (Hancock, 1998). The design of inquiry used in this thesis is case study.. M. The case study on the analysis of performances of Arus Gangsa was carried out.. Direct interaction with individuals in a group setting or individually is required in the. of. data collection for qualitative research (Hancock, 1998). It is different from quantitative. ty. approach; the data collection techniques for qualitative approach are time consuming.. ve rs i. Thus, data were usually collected from a smaller numbers of people rather than using questionnaire survey like in quantitative research.. Creswell (1994) provides the procedure of qualitative research that includes. ni. “advancing the assumptions of qualitative designs, indicating the type of design,. U. reflecting on the researcher’s role, discussing data collection, developing data recording procedures, identifying data analysis procedures, specific verification steps, and delineating the narrative outcomes of the study” (p.143-144).. Creswell (1994 & 2014) mentioned that the researcher usually interpreted the meaning of the data that collected in the participants’ setting. Observations, interview, documents and visual images are the strategy of data collection in a qualitative research. The structure of final report written for qualitative research is flexible. 34. 

(49) 3.2.1. Observation and Virtual fieldwork. Observation is one of the processes of data collection in qualitative study. The types of observations are further categorized into complete participant, observer as participant, participant as observer and complete observer (Creswell, 1994). When the researcher keeps his or her role hidden, complete participant is apply. When the role of. ay a. researcher is known in the research setting, he or she participates as an observer.. If the role of participation is on top of the role of observation, then the researcher focus more on the role of participant in the setting. Complete observer means the. al. researcher observes without participating. The type of observation used in this thesis is. M. complete observer where the recorded performances of Arus Gangsa were watched with. of. no participation.. According to Timothy Rice (2008), “the field which we work is a metaphor” and. ty. there is not a place where researcher must go to carry out the fieldwork. Cooley, Meizel. ve rs i. & Syed (2008) discussed the validity of metaphorical or ‘virtual fieldwork’. Metaphorical fieldwork involved doing it at home in front of the computer, watching a television program, listening to a radio broadcast and using technologies that provide. ni. data to the researcher.. U. The internet provides a simple virtual topography of sites to users and allows surfing. from site to site easily by clicking on different links (Sade-Beck, 2004). Virtuality of the internet is not separated from reality (Miller, 2004, p. 80). The internet serves as another media for observation. Virtual fieldworks were carried out on the research on gamelan theatre as the internet provides the recordings on performance of Arus Gangsa production.. 35. 
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