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Gending Erhu was written for Gamelan Pacifica and Warren Chang, erhu.  

TUNING 
• This piece was originally written for an American gamelan made from aluminum. While the 

instrumentation generally follows the convention found in a Central Javanese gamelan, the tuning for 
this piece may not be available on other gamelan. 

• This piece was originally composed for the following just tuning: 

 1       2       3        4        5        6         7      
1/1   8/7    9/7   10/7     3/2    12/7   27/14 
Db    Eb      F       G      Ab      Bb       C 

• If pitch 5 is Ab, the approximate Western equivalent would be: Ab Bb C Db Eb F G.  
• The erhu is tuned to 1 and 5.  
• These pitches are mapped to what is defined as the slendro tuning for this set of instruments, plus the 

27/14, which is pelog 7, plus the 10/7 tritone, which is defined as T4 in the tuning of these instruments.  

S5      6       P7      S1      S2       3        T4 
1        2        3         4        5        6         7      

INSTRUMENTATION 
• The instrumentation is defined in relation to a standard Javanese gamelan: gong, kempul, kenong/ketuk, 

slenthem, demung, saron, peking, bonang, and kendhang. Bonang panerus is not necessary, but may be 
used. Gender may be used in the pathetan, but is not necessary. 

• The range of the instruments is considered to be “extended” by Javanese gamelan standards, from low 5 
to high 3.  

NOTATION 
• Cipher notation is used throughout for gamelan and erhu.  
• It should be noted that the ciphers for the erhu do not have the same pitch values as the ciphers for the 

gamelan. The erhu uses a “moveable do” system, where pitch 1 is considered to be do, or the tonic. For 
this piece, do is placed at the gamelan pitch 5 (S5). The result is that pitch 1 in the erhu part sounds the 
same frequency as pitch 5 in the gamelan. All other pitches are transposed accordingly.  

• Some western musical terms are used in the score.  
• Metronome markings are intended as a guide and may be varied slightly.  
• Some dynamic markings have been indicated as a general guide, but they do not represent the complete 

range of dynamics for the piece.  
PERFORMANCE INSTRUCTIONS 
• Section A. This is a repeating section and is taken at a quick lancaran-like tempo. It presents a gradual 

build up of sound. In this section the lower 6 and 7 should be allowed to ring without damping, while 
the other notes are damped in normal balungan style. 

- First two repetitions – only the dumung plays.  
- Third repetition – add peking, saron, and kenong. 
- Fifth repetition – add gong and slenthem.  
- Sixth repetition – add kendhang   
- Ninth repetition – ritard slightly in the third gatra, take second ending; for second ending all play in 

strict unison, kendhang stops on first beat of the second ending.  



• Transition to B. Played by one saron and one peking. Peking doubles the written notes, with the 
doubled note following the written note (Solonese style). Colotomic instruments play as indicated. No 
kendhang.  

• Section B. Erhu begins. Whole ensemble plays except for bonang and kendhang. 
- Peking plays in unison with other saron (do not double the notes).  
- Gamelan plays softly so erhu can be clearly heard.  
- At the 24th gatra of B the erhu rests and the gamelan has a solo. Gamelan should play strongly 

here.  
- At the 40th gatra the erhu plays again and the bonang begins to play. The bonang barung part 

should be heard clearly as a counterpoint to the erhu. The gamelan maintains a somewhat loud 
volume and the peking should begin to double each note (Solonese style). Kendhang also joins at 
this point and, in fact, should anticipate the arrival of the 40th gatra with a gesture to lead to the 
gong. Where there is a rest the peking should NOT play and should not double the note 
immediately preceding the rest.  

- The first time through the first ending is played, leading directly to the transition to C. The second 
time through the second ending at letter D is played.  

• Transition to C. Top line is played by the bonang barung, bottom line is played by slenthem. No 
kendhang.  

• Section C. Full gamelan and erhu. Softly. Peking in unison, no doubling. No bonang. No kendhang. At 
the end of this section repeat directly to the sign at the beginning of the ninth gatra of B.  

• Section D. This is actually the second ending of section B. Bonang continues to play and the peking 
doubles as in B. Gamelan should continue strongly. Kendhang also continues to play.  

• Section E. Gamelan only. Lancaran-like tempo and treatment.  
- Second repetition – bonang joins playing gembyang using the dhong tones (2nd and 4th of each 

gatra).  
- Third repetition – Peking joins playing the balungan double-time (twice through for every once of 

the other saron).  
- The end of E is indicated by a ritard at the end of the third gatra.  
- The tempo for section F should be set by the end of E, so that the two gatra preceding the transition 

to F are played at a steady tempo.  
- The kendhang plays throughout E and can control the ritard for the transition, but should stop 

playing on the final beat of the repeating section, leaving the gamelan playing alone in the final 
two gatra leading to the gong. These two gatra should be played in unison with no elaboration. 
Following the gong there is a grand pause. The kendhang does not play again for the remainder of 
the piece.  

• Transition to F. Played by one demung, beginning after the pause.  
• Section F. Erhu plays the top line and gamelan plays the bottom line. Play strongly. No peking, Bonang 

plays in unison with the other instruments. The gamelan should follow the erhu for the crescendo and 
ritard at the end. At the end of F the erhu should first sound its final note, followed immediately by the 
gong. The rest of the gamelan echoes the gong in the traditional Javanese manner. (All other gongs in 
the piece are sounded in unison and in tempo with the ensemble.) 

• Pathetan. Played freely by the erhu. A sparse accompaniment should be provided by one demung or by 
gender (the part is improvised in response to the erhu part using pitches 2, 4, 5, 6, 1). The gong is 
played alone immediately following the pathetan.  

RECORDIING 
• A recording of this piece by Gamelan Pacifica with Warren Chang is available on the CD Trance Gong. 

It can be found online on various streaming services or the Gamelan Pacifica Soundcloud site.  










