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Javanese music has been studied by Western ethnomusicologists since musicology itself was first identified as a discipline. Alexander John Ellis’s landmark work “On the Musical Scales of Various Nations,” published in 1885, includes the slendro and pelog scales of Java.
 Two other pioneers in the field, Jaap Kunst and Mantle Hood, both worked extensively on Javanese music. Today, Indonesian “culture-bearers” such as Sumarsam, live and work in the West, teaching about Javanese music and culture. Yet, until relatively recently, little was written in English about the Javanese singers known as pesindhèn—the “prima donnas” of gamelan culture—and even less about their remarkable vocal technique.
 Early scholarly references often emphasized the pesindhèn’s cultural status, her appearance, and her interaction with the men around her, both performers and audience. 

Recent scholarship, both English-language and Indonesian, has begun to explore in greater depth the pesindhèn’s art and craft, as well as her cultural significance, historically, politically, and aesthetically.  In English, scholars such as R. Anderson Sutton, Nancy Cooper, Martin Hatch, Susan Walton, Sarah Weiss, and Andrew Weintraub have examined specific aspects of the social and cultural milieux of the pesindhèn. In her work on gender issues in Javanese music, Weiss has compared the role of the pesindhèn with the other gamelan role traditionally open to women, that of gendèr player.
 Weintraub has examined the pesindhèn in the context of 20th-century Javanese political history.
 Sutton, Cooper, and Walton have begun to illuminate, for the non-Indonesian-speaking community, the skills involved in the pesindhèn’s art—specifically, her knowledge of a vast traditional repertoire, and the techniques of improvisation used in its performance.
 Hatch has written about his studies with the most celebrated of all twentieth-century pesindhèn, Nyai Bei Mardusari.
 

Though Sutton mentions “treatises or instructional manuals, which deal primarily with [pesindhèn] vocal technique,” he gives no titles, and I have found no evidence that even portions of these works have been translated into English.
 The only works in English to deal directly with the remarkable tone-production techniques and sound phenomena of the pesindhèn are two brief studies by Gloria Poedjosoedarmo, which include spectrogram analyses and amplitude measurements of overtone production.
 Poedjosoedarmo also compares aspects of Western classical singing with those of the pesindhèn. 

To an adept of Western vocal techniques, it is the very tone of the pesindhèn that is most arresting, for its broad timbral palette, its highly focused resonances and intensely visceral undercurrent, all set off against a performance demeanor of exquisite placidity and apparent effortlessness.
  Thus, the scope of this essay is mainly limited to technical issues of tone production: how is this remarkable sound generated by the human body, and with such seeming ease? Insofar as possible, I have avoided any consideration of the “meaning” of the tone produced, or the “meaning” of the act of producing that tone. Likewise, the music itself—the reason the pesindhèn produces her tone—is left unexamined. 

The “fieldwork” for this study has been conducted entirely at the boundary between hyperspace and real space, via the computer screen and stereo speakers. My collaborator is the Java-trained American practitioner of the classic art of the pesindhèn, Jessika Kenny, who generously agreed to be interviewed via e-mail, and to offer details of her experience, both as a student of the pesindhèn’s art, here and in Java, and as an active practitioner of that art.
 Much of what follows is paraphrased or directly quoted from her. My own observations of pesindhèn technique have been made from performance videos found on the Internet.

Some History and Context

Traditionally, pesindhèn perform in colorful silks, heavy makeup, and elaborate hairpieces; Susan Walton writes that “pesindhèn are constructed as flirtatious beings.”
 In fact, some form of the word ‘flirt’ appears in most Western writing about pesindhèn, though flirtation has little if anything to do with her actual music-making.
 Yet the vocal quality of the pesindhèn is said to be identified with and valued for its evocation of youth, allure, and beauty (sexual desirability).
 While the notion of flirtation does perhaps call to mind the communal and interactive nature of the gamelan experience in some contexts (especially the various theatrical repertoires), the perception of the pesindhèn as extra-musical object has, not surprisingly, been openly resisted by many, at least since the early twentieth century.


Scholars now locate the ancestor of the modern pesindhèn less in the chorus of unison female singers that share the name and sometimes formed a part of the courtly gamelan tradition,
 than in the ronggèng or talèdhèk who, for centuries, sang and danced for pay in the streets of Java, to the accompaniment of small itinerant gamelan groups.
 Eventually, these busking singer-dancers became standard members of the Javanese gamelan ensemble (sometimes in addition to a chorus), though they did not immediately enjoy the position of prominence that they would begin to assume in the early twentieth century. Initially, the pesindhèn’s vocal line was viewed as merely another thread in a rich sonic tapestry and today some decry the privileging of the pesindhèn’s voice by electronic amplification over the rest of the ensemble.

In answer to a question I posed to her regarding the musical traditions within which the modern pesindhèn operates, Kenny made the following evaluation of Indonesian, and specifically Central Javanese, musical culture in relation to the pesindhèn’s art:

The flexibility of musical forms is really impressive in Indonesian societies. The same repertoire can be used for completely different effect and purpose from one situation or even instrumentation to another. At the same time, Central Javanese culture is famous for its hierarchies, which are perceived, accepted, and critiqued by artists and audiences in so many different ways. 

She continues,

There are big challenges out there for pesindhèn, especially in the context of wayang, regarding their personal status, the status of the art, and their own status as performers. Many young pesindhèn are confronting these issues in interesting ways, through composition and scholarship for example. And there are many, many areas of female vocal arts in Indonesia which are under-appreciated or stigmatized…From a textual perspective, you could say that Central Javanese sindhènan is a court music, particularly because the texts that are sung, even many of the wangsalan, come from court literary sources.

A Pesindhèn’s Training

Kenny began her training as a gamelan musician here in the United States, by “playing traditional pieces, simultaneously singing gerong and playing slenthem.” Later, she moved to Java, where she studied in group sessions and, privately, with renowned pesindhèn, Nyi Madu Laras, formerly a palace singer in Solo, with whom Kenny lived and worked for some time, “observing her way of life and accompanying her to musical events.” She also worked with the great Javanese pedagogue, writer, and sindhènan composer, Nyi Supadmi, professor of music at the Institut Seni Indonesia Yogyakarta (Indonesian Institute of the Arts, Yogyakarta).
 Of her learning process, Kenny writes that
I have firstly followed the voices of my teachers in one-on-one emulative contexts, and the voices of many other admired pesindhèn. Secondly, the tunings and timbres of various instruments inform the way of singing sindhènan. Thirdly, there is a striving towards the memory of spiritual atmospheres which occurred at various points in a listening experience.

It seems worth emphasizing and summarizing these three aspects of Kenny’s training: direct engagement with a performance tradition through emulation and imitation; exploration within the sound-contexts of the gamelan; and spiritual striving.  She stresses, too, the importance of the practical experience she gained from her work with Gamelan Pacifica in Seattle.

The Javanese speak of three concepts vital to artistic excellence: akal, rasa, and alus. Nancy Cooper translates akal as “intellect” or “reason,” the importance of which her own teacher stressed in the process of learning to sing well.
 Sarah Weiss interprets rasa as “a continuum connecting deep mystical understandings to the surface sensations of bodily experience [. . .] both uninhibited emotion (physical sensation/surface levels) and deep knowledge and understanding (mystical appreciation of the ultimate/inner levels).”
 Finally, Sutton describes alus as
"refined," "smooth," or "subtle." This quality is of central concern in Javanese aesthetics and in many dimensions of Javanese world view. The refined personality, refined physical features, skill in using polite Javanese (often called "refined language"), intricate painting and carving, refined court dance and music—all these are admired because of their alus quality.
 

At the risk of oversimplification, these might be summarized as thoughtfulness, profound emotion, and refinement of presentation, which seems an apt description of the pesindhèn’s art at its best.
Aspects of the Pesindhèn’s Tone-Production Technique
The Western ear, upon first hearing a pesindhèn sing, must immediately be struck by the extreme brightness and focus of the tone, especially in comparison to the relatively dulcet quality of the gamelan as a whole.
 In this respect, the sound is closer to that of the rebab than to any other instrument in the ensemble; and, indeed, both voice and rebab sustain pitch in ways that most other gamelan instruments cannot.
 Kunst likened the pesindhèn’s sound to a shawm, Sorrell, to an oboe.
 This frequent comparison with instruments (notably, double-reeds), points up not only the “otherness” of the pesindhèn’s tone, which the Western listener may at times find difficult to locate as the product of the human body, but also its truly special—to my ear, occasionally inexplicable—quality, which may be why so many have sought non-human descriptors for the sound.

Pesindhèn tend to use a fundamentally horizontal embouchure when producing their tone; the lips appear to have little influence on vocal color.  Kenny suggests that 
[t]ongue, jaw, and lips are spoken of often in terms of excelling in forms of pronunciation of the Kawi (Old Javanese) or High Javanese (Kromo Inggil) texts, which have a different aesthetic of pronunciation than other forms of Javanese language. For example the rounded ‘a’ vowel requires extra jaw and tongue relaxation.

Poedjosoedarmo hypothesizes that the pesindhèn produces her tone with a narrowed and tensed pharynx.
 As part of a study conducted in 1987-88, Poedjosoedarmo determined a preference among the subjects of her study for “singers of Javanese tunes accompanied by gamelan instruments to have a voice quality produced with constricted pharynx and spread lips.”

Though the larynx is more difficult to observe in women than in men, Poedjosoedarmo tells of having touched the larynx of a pesindhèn during tone production, noting that it rose as the pitch ascended, and sank again as the pitch fell.
 Regarding laryngeal position and its effect upon other aspects of tone production, Kenny writes,
Because the position of the larynx and the angle of the vocal folds is often exaggerated in the vocal production of sindhènan, I think that the management of breath is sometimes affected in different ways, interacting with timbre and even vibrato or more accurately the frequency of pitch wobble.
 If you listen to the vocal quality of different types of Javanese singers, you can notice how the pesindhèn vocal color is very cultivated to create a unique frequency spectra which locks into place within an orchestra of tuned metallophones and in combination with the rebab.

She adds that laryngeal position is “very significant to the creation of the pesindhèn sound, and is sometimes described as a kind of restriction of the voice [. . .] The upper register reveals the most intense form of restriction, while still ideally sounding relaxed.”  She makes a remarkable evaluation of the pesindhèn’s ability to “place” her tone: “The upper partials are emphasized here, by holding or placing the tone towards the posterior edges of the vocal folds and tilting the larynx backward slightly.”

The apparent ease with which the skilled pesindhèn produces such a tone while expertly managing tension during performance is remarkable.  Kenny explains that 

the meditative potential of karawitan is one of the philosophical underpinnings for the attitude of the singer. From this point of view the inner world is held to be more significant than the outer, which you can also easily observe in the court sacred dance forms such as bedahya and srimpi, where the continuity of movement is profound, and the gestures slow. 

This calls to mind the concepts of akal, rasa, and alus described above, as demonstrated in the poise and seeming effortlessness with which a skilled pesindhèn performs. 

Frequently, a gamelan will employ more than one pesindhèn, who traditionally kneel, sitting on their heels, at the front of the group. Kenny says that “singing sitting seems supportive of the groundedness of breath and tone.” Her conceptualizations of her singing breath derive largely from extra-musical methodologies such as qi Gong, Feldenkrais, and yoga.
 Pesindhèn, she notes, often speak of the virtues of performing in a corset (though she herself does not do so).
 In some of the video performances viewed for this study, the singers do seem to be corseted. The breath is drawn in quick sips, high into the upper chest, with perceptible upward shoulder movement, as if the subcostal region of the body were rather severely restricted in some fashion.
 I observe that some pesindhèn use some degree of subglottal air pressure during tone production, resulting in a pronounced jugular vein and a barely perceptible jerking motion of the upper-body when the tone is released.

Audible register shifts are not uncommon in pesindhèn singing. Kenny describes 
varying aesthetics of revealing a pronounced break between high and low tones, a type of subtle and pronounced register shift which I really find beautiful. This would best be expressed by contrast between a pressurized head voice and a mixed voice. The chest voice is not fully utilized for sindhènan normally. The direction of the resonance is primarily up, or diagonally up, rather than forward.
In my observations of video performances, I have noted a remarkable, almost visceral, effect from the occasional use of the colors of the chest register.

This short essay has done nothing to uncover the affective power behind the otherworldly, sometime eerie, often breathtaking sounds that issue forth from the pesindhèn’s throat. The reluctance of my collaborator, Jessika Kenney, to separate entirely the “how to” from the “why” of her craft has kept me in mind of a distinctly Javanese approach to music in which metaphysical goals guide physical training. Indeed, the very idea of examining the physical technique of an artform divorced from its aesthetics now seems quite un-Javanese.

Works Consulted

Brinner, Benjamin. Knowing Music, Making Music: Javanese Gamelan and the Theory of 

Musical Competence and Interaction. Chicago & London: The University of Chicago 

Press, 1995.

________. Music in Central Java: Experiencing Music, Expressing Culture. New York & 

Oxford: Oxford University Press, 2008.

________. "Pesindhèn." In Grove Music Online. Oxford Music Online. 

http://www.oxfordmusiconline.com.ezproxy.bu.edu/subscriber/article/grove/music/45819 

(accessed November 15, 2010).

Cooper, Nancy I. “Divining the Diva: An Interview with Nyi Tjondroloekito.” Balungan 9-10 

(2004): 27-29.

________. “Singing and Silences: Transformations of Power Through Javanese Seduction 

Scenarios.” American Ethnologist 27/3 (Aug. 2000): 609-644.

________. “The Sirens of Java: Gender Ideologies, Mythologies, and Practice in Central Java.” 

Ph.D. diss., University of Hawai'i, 1994. In ProQuest Dissertations & Theses, 

http://www.proquest.com.ezproxy.bu.edu (publication number AAT 9429612; accessed November 15, 2010).

Hatch, Martin. “Nyai Bei Mardusari: Singer of Javanese Poetry.” Review of Indonesian and 

Malayan Affairs 19 (1985): 113-136.

Kenny, Jessika. E-mail interview by Gabriel Alfieri. September 29-November 8, 2010.

Kunst, Jaap. Music in Java: Its History, Its Theory, and Its Techniques. Vol. 1. 3rd ed. The 

Hague: Marinus Nijhoff, 1973.

Poedjosoedarmo, Gloria R. “A Phonetic Description of Voice Quality in Javanese Traditional 

Female Vocalists.” Asian Music 19/2 (Spring-Summer, 1988): 93-126.

________. “Uses of Phonation Type in Javanese.” Oceanic Linguistics Special Publications 24 

(1993): 123-131. 

Purwaningsih. “Dalang Jemblung Kutut Manggung.” YouTube.com.  

http://www.youtube.com/watch?v=pWSWYOxeD6M&feature=related.
Sorrell, Neil. A Guide to the Gamelan. London: Faber & Faber, Ltd., 1990.

Sutton, R. Anderson. “Humor, Mischief, and Aesthetics in Javanese Gamelan Music.” The 

Journal of Musicology 15/3 (Summer, 1997): 390-415.

________. “Identity and Individuality in an Ensemble Tradition: The Female Vocalist in Java.” 

In Women and Music in Cross-Cultural Perspective, edited by Ellen Koskoff, 111-130. 

New York, Westport, CT, & London: Greenwood Press, 1987.

________. “Musical Pluralism in Java: Three Local Traditions.” Ethnomusicology 29/1 (Winter, 

1985): 56-85.

________. “Who Is the Pesindhèn? Notes on the Female Singing Tradition in Java.” Indonesia 

37 (Apr., 1984): 118-133.

“Uler Kambang.”  YouTube.com.  

http://www.youtube.com/watch?v=7zpC1fFt5Z0&feature=related.

Walton, Susan Pratt. “Heavenly Nymphs and Earthly Delights: Javanese Female Singers, Their 

Music and Their Lives.” Ph.D. diss., University of Michigan, 1996. In ProQuest Dissertations & Theses, http://www.proquest.com.ezproxy.bu.edu (publication number AAT 9712116; accessed November 15, 2010).

________. "Mardusari, Nyai Tumenggung." In Grove Music Online. Oxford Music Online. 

http://www.oxfordmusiconline.com.ezproxy.bu.edu/subscriber/article/grove/music/49685 (accessed November 15, 2010).

________. “The ‘Crisis of the Sinden’: Gender, Politics, and Memory in the Performing Arts of 

WestJava, 1959-1964,” Indonesia 77 (Apr., 2004): 57-78.

Weiss, Sarah. “Gender and Gender: Gender Ideology and the Female Gender Player in Central 

Java.” In Rediscovering the Muses: Women’s Musical Traditions, edited by Kimberly Marshall, 21-48. Boston: Northeastern University Press, 1993.

________. “’Kothong Nanging Kebak’, Empty Yet Full: Some Thoughts on Embodiment and 

Aesthetics in Javanese Performance.” Asian Music 34/2 (Spring-Summer, 2003): 21-49.
� The Indonesian term, pesindhèn (in Sundanese: pasindén), translates literally as “female singer,” from the old Javanese word sindhi, “to sing.” R. Anderson Sutton, “Who Is the Pesindhèn? Notes on the Female Singing Tradition in Java,” Indonesia 37 (Apr., 1984): 120. The American pesindhèn, Jessika Kenny, whose assistance in the preparation of this essay was invaluable, also relates the name to the verb nyinden, “to follow,” noting the problematic connotations of that association, and recent efforts to substitute more essentially neutral terms: “since the 70s, the terms ‘seniwati’ (female artist), ‘swarawati’ (female voice) and ‘waranggana’ (solo female) have been preferred to demonstrate or emphasize the creative and artistic skills which the female singers in Java have developed, in a way which does not imply the negative hierarchy of being ‘simply followers.’ Still ‘pesindhèn’ is the most commonly used term. Rather than try to fight this name, I would prefer to refine and elevate the concept of following in relation to the learning process itself.” Following Kenny’s lead, I have used the term pesindhèn (hereafter unitalicized) throughout this writing.


Regarding the title waranggana, which Kenny mentions, Nancy Cooper writes: “Waranggana is a word derived from Kawi (Old Javanese), which approximates in English "solitary woman," "women set apart," or "special woman." [. . .] In the context of the gamelan ensemble, the term alludes to the singular feminine role in the predominantly masculine genre, where the women singers are surrounded by men, both performing and observing the performance. In the words of one waranggana with whom I spoke, ‘Wara means woman and nggana means by oneself. Therefore the woman is by herself [among men] within the performance arena.’ In small village performances, there may be only one woman in the entire performance.” Nancy I. Cooper, “Singing and Silences: Transformations of Power Through Javanese Seduction Scenarios,” American Ethnologist 27/3 (Aug., 2000): 614.





� Neil Sorrell, A Guide to the Gamelan (London: Faber & Faber, Ltd., 1990), 1-2.


� According to Kenney, a great deal of work is being done on the subject in Indonesia now, much of it by women who are both pesindhèn and scholars.





� Sarah Weiss, “Gender and Gender: Gender Ideology and the Female Gender Player in Central Java,” in Rediscovering the Muses: Women’s Musical Traditions, ed., Kimberly Marshall (Boston: Northeastern University Press, 1993), 21-48.





� Andrew N. Weintraub, “The ‘Crisis of the Sindèn’: Gender, Politics, and Memory in the Performing Arts of West  Java, 1959-1964,” Indonesia 77 (Apr., 2004): 57-78.





� H. Anderson Sutton, “Identity and Individuality in an Ensemble Tradition: The Female Vocalist in Java,” in Women and Music in Cross-Cultural Perspective, edited by Ellen Koskoff, 111-130 (New York, Westport, CT, & London: Greenwood Press, 1987); Nancy I. Cooper, “The Sirens of Java: Gender Ideologies, Mythologies, and Practice in Central Java,” Ph.D. diss., University of Hawai'I, 1994, in ProQuest Dissertations & Theses, � HYPERLINK "http://www.proquest.com.ezproxy.bu.edu" \t "_blank" �http://www.proquest.com.ezproxy.bu.edu� (publication number AAT 9429612; accessed November 15, 2010); Susan Pratt Walton, “Heavenly Nymphs and Earthly Delights: Javanese Female Singers, Their Music and Their Lives,” Ph.D. diss., University of Michigan, 1996, in ProQuest Dissertations & Theses, � HYPERLINK "http://www.proquest.com.ezproxy.bu.edu" \t "_blank" �http://www.proquest.com.ezproxy.bu.edu� (publication number AAT 9712116; accessed November 15, 2010).





� Martin Hatch, “Nyai Bei Mardusari: Singer of Javanese Poetry,” Review of Indonesian and Malayan Affairs 19 (1985): 113-136. Nyai Tumenggung Mardusari (1909-1993) was a wife of Prince Mangkunegara VII and a major force in Central Javanese music for much of the twentieth century. In her article on Mardusari for Grove Online, Susan Walton writes,”Her vocal style was marked by intelligence, deep feeling and elegant simplicity.” Susan Pratt Walton, "Mardusari, Nyai Tumenggung," in Grove Music Online. Oxford Music Online, http://www.oxfordmusiconline.com.ezproxy.bu.edu/subscriber/article/grove/music/49685 (accessed November 15, 2010).





� Sutton, “Identity and Individuality in an Ensemble Tradition,” 116.





� Gloria R. Poedjosoedarmo, “A Phonetic Description of Voice Quality in Javanese Traditional Female Vocalists,” Asian Music 19/2 (Spring-Summer, 1988): 93-126; and “Uses of Phonation Type in Javanese,” Oceanic Linguistics Special Publications 24 (1993): 123-131.





� Sutton briefly discusses regional difference in tone quality among pesindhèn. See H. Anderson Sutton, “Musical Pluralism in Java: Three Local Traditions,” Ethnomusicology 29/1 (Winter, 1985): 79.


� I am hugely indebted to Ms. Kenny for her invaluable assistance with this project, her remarkable generosity and wisdom, and, in the true spirit of Indonesian art, her uncanny ability to turn a discussion of vocal technique into a contemplation of deeper things. She is a member of the faculty at the Cornish College of the Arts in Seattle. The following biography is taken from the Cornish College website: “Vocalist Jessika Kenney’s work demonstrates deep appreciation and understanding of both traditional musics and experimental methods. She has performed and recorded Classical Persian vocal repertoire with ney master Ostad Hossein ‘Omoumi, as well as new and traditional Javanese music with Gamelan Pacifica and Gamelan Madusari. She has also performed or recorded the music of numerous contemporary composers including John Cage, Jarrad Powell, Eyvind Kang, and Tadao Sawai. From 1994–97 she studied with the jazz vocalist Jay Clayton; for several extended periods between 1997–2001 Kenney lived in Indonesia, studying and performing traditional Javanese vocal music with Nyi Supadmi and collaborating on music and theater in experimental settings. She currently studies classical Persian vocal music with Ostad Hossein ‘Omoumi.


	Performance highlights include appearing as a soloist with the Orchestra del Teatro Communale, Bologna, Italy, under the direction of Aldo Sisillo in 2003, in Athlantis with vocalist Mike Patton and the Coro da Camera di Modena, Italy in 2006, and in Eyvind Kang’s Shadow of Ideas in Milan and Barcelona in 2007. Her recordings include The Stonehouse Songs with Jarrad Powell, the voice/viola duet Aestuarium with Eyvind Kang, and Voices of Spring with the Hossein Omoumi Ensemble. She has created numerous experimental wayang (shadow plays) including Maya in the Bardo (1996), and Atria (2006), as well as many other works for voice and mixed ensembles.” <http://www.cornish.edu/music/faculty/jessika_kenney/>





� Walton, “Heavenly Nymphs,” 100. See also Jody Diamond’s interview with Nyi Supadmi, “Flower in the Grass,” Inside Indonesia 57 (Jan.-Mar., 1999), http://www.insideindonesia.org/edition-57/flower-in-the-grass (accessed Nov. 29, 2010).





� She is not generally called upon, for example, to create “flirtatious” characters, per se, as a Western opera singer might.





� Anderson Sutton, “Identity and Individuality,” 117.





� See, for example, Weintraub, “Crisis of the Sindèn,” 62-63; Cooper, “Divining the Diva: An Interview with Nyi Tjondroloekito,” Balungan 9-10 (2004): 29; Walton, “Heavenly Nymphs,” 11, 159. Regarding the issue of pesindhèn’s sexual image, Kenny writes, “I would also appreciate more discussion of the sexuality of the pesindhèn which supports their expressions, and more involvement in a discourse based on the historical and literary contexts for sexual philosophies.” In a political context, Weintraub discusses efforts in the mid-twentieth century, to “clean up” the image of the pesindhèn, “to create an image of female artists whose well-mannered, controlled, and respectable behavior would contribute to the discourse of Indonesian nation-building.” Weintraub, “Crisis of the Sindèn,” 63.





� A unison male chorus is traditionally known as gérong but, in American gamelans, the gérong may also include women.





� Sutton, “Who is this Pesindhen?” 120-23; Weintraub “Crisis of the Sindèn,” 60-63.





� Sutton “Identity and Individuality,” 111; Walton, “Heavenly Nymphs,” 101; Benjamin Brinner, Music in Central Java: Experiencing Music, Expressing Culture (New York & Oxford: Oxford University Press, 2008), 74. Kenny does not necessarily consider her part to be the focal point of the musical texture.





� Jessika Kenny, e-mail communication with author, October 31, 2010. When not indicated otherwise, all quotes in this writing are from Kenny. Rather than paraphrasing her words, in most cases I have opted to quote her directly, so as not to risk missing the nuance of her ideas.


� For more on Nyi Supadmi, see Jody Diamond’s interview, “Flower in the Grass.”  Nyi Supadmi’s published work is available through The American Gamelan Institute.





� Cooper is an American scholar who, like Kenny, trained as a pesindhèn in Java.  Cooper, “Singing and Silences,” 615.





� Weiss “Kothong Nanging Kebak,” 25.





� R. Anderson Sutton, “Humor, Mischief, and Aesthetics in Javanese Gamelan Music,” The Journal of Musicology 15/3 (Summer, 1997): 392. Walton also writes of the combination of alus and deep feeling central to the Javanese conception of artistic excellence. Walton, “Heavenly Nymphs,” 91.





� Though the pesindhèn’s sound is frequently described by Westerners as “nasal,” Poedjosoedarmo suggests that this is an auditory misapprehension. Cooper, too, strongly rejects the notion that the pesindhèn’s resonance is predominantly nasal. Poedjosoedarmo, “A Phonetic Description,” 102, 122. Kenny makes no mention of nasal resonance.





� Regarding the special relationship between pesindhèn and rebab in the gamelan, Benjamin Brinner notes that the female vocal lines are often closely related to the rebab part, and that rebab players sometimes feel “a responsibility to show the pesindhèn the proper melodic path.” Benjamin Brinner, Knowing Music, Making Music: Javanese Gamelan and the Theory of Musical Competence and Interaction (Chicago & London: The University of Chicago Press, 1995), 97, 219.





� Jaap Kunst, Music in Java: Its History, Its Theory, and Its Techniques, Vol. 1, 3rd ed. (The Hague: Marinus Nijhoff, 1973), 122; Sorrell, A Guide to the Gamelan, 43.





� Poedjosoedarmo has made spectrogram analyses of pesindhèn tone, which indicate “[a] high degree of muscle tension overall [. . .] indicated by a broader distribution of energy across the spectrum, i.e. by greater amplitude of the higher harmonics [. . .] Tension is indicated by greater amplitude in higher harmonics, especially the 5th.” Poedjosoedarmo, “Uses of Phonation Type in Javanese,” 127-8.





� Ibid.





� Poedjosoedarmo, “A Phonetic Description,” 101.





� Kenny describes a number of types of vibrato used by pesindhèn: “Some are integrated into the creative concept of ornamentation (gergel), and others are used as a sign of resting on a tone. The dynamic between tones with no vibrato and with vibrato is very lovely, as well as the dynamic between vibrato and pitch wobble, and between pitch wobble and negotiating divergent tunings within a single ensemble. In this way the singer can actually reconcile differences in tuning, almost like a psychological game with what the listener perceives as the laras, or pitch set, or even which pathet a piece may be in. By interpreting the pitch set in one way or another, the melodic meaning of the piece shifts its emphasis and quality, as in the shifting of pitch 3 in the slendro pathet, and pitch 2 in the pelog pathet.”





� When I questioned her about this startling conceptualization of the larynx and vocal folds, Kenny elaborated: “When I spoke of the posterior edge of the vocal folds, that comes in part from exercises where, by making sounds which tend to use this area, one can develop conscious sensation in the area, if not exactly direct control [. . .] The tilting of the larynx backward is really fascinating for sindhènan, and seems to happen when making sounds which exaggerate the upper partials. Sometimes it is challenging to isolate the shifts that are happening, because the larynx, tongue, epiglottis, oro-pharyngeal tissues, and ‘false’ vocal folds are so flexible and connected to each other.”





� Kenny does, however, utilize an Indonesian concept of energy within the body called tenaga dalam, which she translates as “inner power.” Though she mentions that “Tenaga dalam has an interesting effect when combined with exploration of register,” I have not yet been able to explore this association further with her.





� The same is true of some classically-trained Western singers, who find that a corset or other subcostal binding, if not constricting the body too tightly, can aid a sensation of “leaning on the breath” or appoggio.





� “Uler Kambang,” YouTube.com, http://www.youtube.com/watch?v=7zpC1fFt5Z0&feature=related (accessed November 18, 2010).





� Purwaningsih, “Dalang Jemblung Kutut Manggung,” YouTube.com, http://www.youtube.com/watch?v=pWSWYOxeD6M&feature=related (accessed November 18, 2010).





� Ibid.





