6 th, July, 2025
Fukuoka Gamelan Club LOU presents
Anatagata Dokosa —GAMELAN WARABEUTA—

PROGRAM

1. Anonymous: Gambir Sawit
2. Lou Harrison: /bu Trish
3. Jody Diamond: Kenong (for bonang) for Gamelan L.O.U.

--- Intermission ---

4. Abah Idi?: Galatik Mangut
5. Fukuoka Gamelan Club LOU: Gamelan Warabeuta
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Preface

Gamelan, the traditional musical ensemble of Indonesia, has captivated
listeners across borders and cultures since the mid-20th century. Among those
especially enchanted by its distinctive resonance was American composer Lou
Harrison, whose name inspired that of our ensemble. From the 1970s onward,
Harrison immersed himself in traditional gamelan performance techniques
while composing numerous “hybrid” works—pieces that fused the gamelan's
rich textures with diverse musical idioms. Jody Diamond, one of his close
collaborators and teachers in gamelan, also questioned what it meant to express
traditional Indonesian music in her own country, and in doing so, forged her
own creative path as a composer. Thus, in America, the convergence of
gamelan tradition with novel ideas gave rise to a distinctive music known as

American Gamelan.

In Japan, too, many gamelan groups have formed, each with their own
vision—some striving to preserve tradition, others composing and performing
new works. Our group originated from Professor Mamoru Fujieda's laboratory
at Kyushu University, forming organically as people in Fukuoka interested in
the instrument gathered freely. We have performed both traditional repertoire
and contemporary pieces. As we were not a community of music specialists, our
focus naturally shifted from pursuing technical refinement to simply enjoying
the serendipitous sounds produced by the individuals and instruments present.
Here in Fukuoka, we come together from different backgrounds, spending time
with one another and allowing new ideas and a unique sound world to emerge
naturally. Our goal is to give form to music that could only resonate here and

now.
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Amid this journey, an idea surfaced: to explore Warabeuta, traditional
Japanese children's songs, familiar to all our members, through the medium of
gamelan. Passed down orally since before the Edo period, these songs continue
to evolve across generations and regions. They are living examples of Japanese
music. Just as American Gamelan was born from the intersection of Indonesian
tradition and American musical context, we wondered if a uniquely Japanese
gamelan sound might emerge when we bring these familiar melodies—deeply

ingrained in our bodies—into contact with this foreign instrument.

“Antagata dokosa?” (“Where are you from?”) Even when engaging with
foreign traditions or contemporary music, we always stand in our own specific
place. How does this relate to performing music? Through this program, we
aim to pose this question. We hope that the meaning of the "space" created by
the gamelan instrument will emerge within the sounds that can only be born

with this place, these members, and these instruments.

Fukuoka Gamelan Club LOU
Yuka MATSUMURA
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The Instruments of Gamelan Degung

Gamelan Degung is a relatively small-scale form of gamelan originating from
the West Java. It primarily features a group of instruments with pot-shaped or
plate-shaped metal keys of varying sizes, complemented by a flute and drums.

The ensemble typically uses a five-tone scale known as pelog,
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Gong is arguably the most iconic instrument in Gamelan Degung, marking
significant musical point with its deep, resonant bass sound. Its counterpart, the
slightly smaller Kempul, is a more recent addition to the ensemble. It's usually
struck at specific beats within a piece.

Jengglong is low-pitched instrument consists of six pot-shaped keys and plays
the foundational notes that form the musical framework.

Bonang is a central mid-range instrument in Gamelan Degung, generally
comprising 14 pot-shaped keys. It often plays the main melody of the piece or
repeats a specific pattern that signals the important notes.

Panerus and Peking are metallophones. The former is responsible for the middle
range and the latter for the higher range. They primarily serve a decorative role,
improvising based on the foundational notes. They can also create an
interlocking pattern called caruk by rapidly alternating notes.

Kendang is a set of drums in various sizes. It plays a directing role, adjusting the
overall tempo and signaling the end of a piece of music.

Suling, a four-hole bamboo flute, adds distinctive color to an ensemble through
improvised decoration. A six-hole suling is also available for more flexible scales.



Additional Indonesian Instruments

In the performance of Gamelan Warabeura, in addition to the instruments of
Gamelan Degung, we also freely use other Indonesian instruments, mainly

from the West Java, which they have collected in various ways.

Calung
L L Kosrek Karinding
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Rebab

Calung is a set of instruments made of bamboo of various sizes, used in West Java
and neighboring regions. Like the gamelan, it has several parts, ranging from low to
high notes, which are combined to form a complex sound.

Kosrek is a guiro-like bamboo instrument played by rubbing grooves with coins.
Often used with the Carung, it gives a lively rhythm to the ensemble.

Karinding is a bamboo Jew’s harp that vibrates against the mouth to produce a
distinctive sound. In West Java, it is used for rural music.

Celempung is a struck-string instrument made from bamboo, using its surface
fibers as strings. It is often played with the Karinding in West Javanese rural music.

Rebab is a two-stringed bowed instrument found across various regions of
Indonesia. In West Java, it is typically used to accompany Wayang Golek and
sometimes appears in Gamelan Degung ensemb]es.

Kacapi is a zither from West Java, long used with the Suling to accompany vocal
music. There are also instrumental ensembles of just Kacapi and Suling.

Kecrek is a small percussion instrument made of layered metal plates, used in West
Java and neighboring regions. It adds rhythmic ornamentation and is commonly
heard in Gamelan Degung.

Saron is a metallophone also used in Gamelan Degung. But, in this context, it

refers to a Central Javanese version, tuned to a different scale.



Program Notes

1. Anonymous: Gambir Sawit (1950s-70s?)

This piece is a traditional Gamelan Degung repertoire. Characterized by striking
tempo shifts led by the kendang, the piece is often performed at the beginning or end
of concerts.

While the word “gamelan” might give the impression of ancient music, for
Gamelan Degung, it's not uncommon for works established as "classics" to be recent
creations or adaptations from other genres. The composer of this piece is unknown,
but it is assumed to be a relatively recent addition to the Degung repertoire, given the
piece's stylistic feature: the bonang, which traditionally played the main melody, takes
on the role of accompaniment.

The title words gambir and sawit both refer to specific types of plants, but given
there is also a version of this piece accompanied by a traditional Sundanese poem
about regional history, it is likely that the title refers to a historical figure named
Eyang Gambir Sawit. This person is believed to have been a revered figure of the
ancient Pajajaran Kingdom that once existed in the region and is thought to

symbolize a form of sacredness.

2. Lou Harrison: Ibu Trish (1989)

This piece is one of the few works composed by American composer Lou Harrison
for Gamelan Degung. A dedicated admirer of Asian music—particularly gamelan—
Harrison, during his tenure at San José State University in California, imported a set
of Gamelan Degung instruments from Bandung, the capital of West Java. He later
named the set Sekar Kembar (“A Pair of Flowers”) and studied its traditional playing
techniques. Harrison cherished Gamelan Degung, referring to it as a “chamber
gamelan,” and composed several pieces for the ensemble. This work, the last among
them, was dedicated to one of his gamelan instructors, Trish Nielsen.

Unlike his other Degung compositions, which were fully notated in Western
classical style, this piece is built around a simple monophonic melody and allows
room for improvised ornamentation, bringing it closer in character to traditional
repertoire. Yet it also displays nontraditional elements, reflecting Harrison’s uniquely
cosmopolitan musical sensibility. A section titled Aok appears midway through the
piece, introducing a shift in tempo and mood that adds dynamic contrast to the
otherwise gentle flow of the music.



3. Jody Diamond : Kenong (for bonang) for Gamelan L.O.U. (2025)

An experimental composition by American composer Jody Diamond. Originally
written for the kenong—a set of gongs in the Javanese gamelan—the piece was later
adapted for the bonang. In 2025, through an online collaboration, a new arrangement
was created especially for Fukuoka Gamelan Club LOU.

Jody Diamond, known for mentoring Lou Harrison in gamelan, has played a key
role in the global dissemination of gamelan music through decades of performance,
research, and publishing. At the same time, her deep interest in new music led her to
conduct research on experimental composers in Indonesia during the 1980s. This
work emerged from that experience and is based on a unique concept: all of the
bonang’s keys are played simultaneously by seven performers. Instead of prescribing
specific notes, the composition consists entirely of performance instructions. It
unfolds in five continuous sections:

1. Gathering A quiet opening section in which bonang tones gradually enter
one by one and begin to layer.

2. Dividing The 14 keys are divided into various groupings and played in
alternation.

3. Ringing A newly added section in this arrangement, where the keys are

turned upside down and gently struck on their resonant inner
sides, creating a rich sonic dialogue among the players.
4. Interlocking Players strike the keys in interlocking patterns to create a
single, unified melodic line.
5. Increasing Each key is struck in a steady rhythm and gradually grows
louder until the piece ends at its maximum intensity.
In this composition, the mallets are not treated merely as tools but as
dancers in their own right. To reflect this imagery, this performance
features a unique set of 14 mallets handcrafted by the members
themselves. For more detailed background on this piece and our
collaboration, please refer to the wonderful program note by the

composer included at the end of this booklet.

This photo shows our online sessions with Jody Diamond.



4. Abah 1di?: Galatik Mangut (1926-297?)

A traditional piece from the Gamelan Degung repertoire. This work features a
distinctive sound characteristic of Degung Klasik, with the bonang carrying the main
melody, richly ornamented throughout.

The exact origins of Gamelan Degung are unclear. However, the modern
performance style—which includes instruments like the suling and kendang—is said
to have been firmly established in the 1920s through the activities of court musicians
in Bandung. According to musicians of the time, a leading musician named Idi
composed many classical pieces, and this piece is believed to be one of his works.

The precise meaning of the title remains uncertain. According to Sundanese
dictionaries, galatik refers to a kind of small bird, often translated as "Java sparrow."
The second word, mangut, is ambiguous, though it sometimes
appears spelled as manggut, which can mean "nodding." While (
this interpretation is speculative, the title "The Nodding
Sparrow" seems to resonate with the gentle yet elusive
character of this piece.

5. Fukuoka Gamelan Club LOU: Gamelan Warabeuta (2025)

This is a collection of Warabeuta arranged for Gamelan Degung by Fukuoka
Gamelan Club LOU. Warabeuta refers to anonymous Japanese children's songs
passed down orally through generations. This work is an attempt to reinterpret the
melodies of Warabeuta familiar to Japanese people as new gamelan music.

The performance methods vary greatly from song to song, forming a patchwork of
independent ideas. For example, some pieces incorporate the original Warabeuta's
games and actions directly into the performance rules, others change the timbre
using instruments and sound objects other than gamelan, and still others imitate the
theme animals or nature with sounds and lights.

Warabeuta and gamelan share commonalities in their scales as neighboring Asian
musical traditions. By combining the main gamelan set with an alternate set of keys
tuned to the Madenda scale, most melodies can be performed without modification
(though some songs had their melodic phrasing altered). However, the decision to
focus on Warabeuta is by no means solely due to the proximity of their scales. Rather,
emphasis is placed on the process of trial and error in combining two disparate
elements: Gamelan and Warabeuta.

The ethnomusicologist Fumio Koizumi stated, “Ethnicity is always in motion...
Japanese ethnicity emerges when a tradition clashes with or absorbs new elements”
(Children’s Play Songs: Warabeuta Are Alive, 1986, p. 147). In the activities of LOU,
conceived as a music community where anyone can participate regardless of musical
experience, the focus has been on exploring the vernacular sounds that emerge by



chance from the places, people, and instruments, rather than on polished musical

expressions. Gamelan Warabeuta could be said to be an attempt to resonate LOU’s

"ethnicity" from the tension between two different musical worlds.

Songs in Gamelan Warabeuta (all anonymous)

Yubikiri Genman
A short children’s song sung while
crossing little fingers to make a pinky

promise.

Dore Ni Shiyou Kana

A daily children’s song sung while
pointing sequentially to various
choices when selecting something.

Sensei Ni Yuccharo

A children’s folk song familiar for the
phrase “Ikenainda, ikenainda,” where
children scold a child who has done

something wrong.

Zuizui Zukkorobashi
A play song to choose the 'it". Each
child forms a ring with their fingers. A
leader sings while placing
their index finger into each
ring in turn; the child
whose ring is touched

last leaves the circle.

Usagi Usagi

An old animal song -
about the rabbit in \
the moon’s patterns.

Hotaru Koi

A song used to call fireflies by the
water on summer nights. It is also
known for being sung in a round, like

Japanese “frog song.”

Kagome Kagome
An old play song where
children hold hands, make

a circle, and walk around

a crouching ‘it’.

Anatagata Dokosa

A type of temari (traditional Japanese
handball toy) song. Known for a game
where the ball is passed under the legs
in time with the lyrics’ “sa,” and also
famous as an otedama (traditional
Japanese juggling beanbag) song
where the ball is tossed while singing.

Text: Shun OKAZAKI
[lustration: Yuka MATSUMURA
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Lyrics of Warabeuta

Yubikiri Genman
Yubikiri genman

Uso tsuitara

Hari senbon nomasu
Yubi kitta

Usagi Usagi
Usagi usagi

Nani mite haneru
Jugoya otsukisama
Mite haneru

Dore Ni Shiyou Kana
Dore Ni Shiyou Kana
Ten no kamisama no iu tori

Abebe no be

Hotaru Koi
Ho Ho Hotaru Ko1

Acchi no mizu wa nigai zo

Kocchi no mizu wa amai zo

Ho Ho Hotaru koi

Sensei Ni Yuccharo
Ikenainda ikenainda

Sensei Ni Yuccharo

Let's do pinky promise.

If you lie,

['ll make you swallow a thousand needles.
Pinky cut.

Rabbit, rabbit,

What do you hop to see?

The harvest moon of the fifteenth night.
That’s what I hop to see.

Which one should I choose?
As the god of heaven says.
Abebe-no-be.

Ho ho, fireflies, come.
The water over there is bitter.
The water over here is sweet.
Ho ho, fireflies, come.

That's not allowed, that's not allowed.
'l tell the teacher on you.



Kagome Kagome
Kagome kagome

Kago no naka no tori wa
[tsu itsu deyaru

Yoake no ban ni

Tsuru to kame ga subetta
Ushiro no shomen daare.

Zui Zui Zukkorobashi

Zui zui zukkorobashi

goma miso zui

Chatsubo ni owarete toppinshan
Nuketara dondokosho

Tawara no nezumi ga

kome kutte cha cha cha cha
Ottosan ga yonde mo

okkasan ga yonde mo

Tkikko nashi yo

Ido no mawari de

ochawan kaita no daare

Antagata Dokosa
Antagata dokosa? Higo sa

Higo dokosa? Kumamoto sa
Kumamoto dokosa? Senba sa
Senba yama ni wa

tanuki ga otte sa

Sore o ryoshi ga teppo de utte sa
Nite sa yaite sa kutte sa

Sore o konoha de choi to kabuse

Kagome kagome

The bird in the cage—

When, oh when will it come out?
On the night of the dawn.

The crane and the turtle slipped.
Who stands behind you now?

Zui zui zukkorobashi,

sesame miso zui,

Chased by the teapot, toppinshan.
Once you’re out, dondokosho.
Mouses in the straw bale nibbled on the rice.
Chu cha chu cha!

Even if Dad calls

Even if Mom calls,

You're not allowed to leave.

Who was it that broke the teacup
Around the well?

Where are you from? From Higo.
Where in Higo? In Kumamoto.
Where in Kumamoto? In Senba.
Up on Mount Senba,

There lived a tanukai.

A hunter shot it with a gun.

Boiled it, roasted it, ate it.

Then, covered it gently with a leaf.
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Special Contribution: Program Note by Jody Diamond

This is a program note written by the composer herself about Kenong (for bonang) for Gamelan

L.O.U., which will be performed today. The Japanese translation is followed by the original text.

Kenong
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Kenong (for bonang) for Gamelan L.O.U.

fA7- b D&

SEDYD ., R 7T LT v EEEE LOU
oD [l X A %> 5. YouTube TR 72 Kenong
DB RaTEZEL TS L) EiEE
ZJFFE L7,

Z DEA] DG T, o AR L 72 v

Yy ARl (Fra—m-2—bu)
DT F—<V AMGDY v 7 &K S5TL
NE Lk, ZOMITRBEEREGEE, ~Y
VDN —= P F—THEY 4V T L -
aNY 4 ZHEUWE - GHE L 2 E O BKEREE
DI=DICEPNTZSDTY, TNb DI
X, ZDEXNS [ TAVAY « HLT
V] twi =y /A —LTHEINRTHEL
20, AVERTTOHLT v EREN
B H 5 bFTlEH Y FHATL,

ZNICH b b3, falts s T RS
HLOU 1. ZofEfhzE. BIfEoA Y ¥
FOLEER, T LSOl Yy VDAL T

Nt

VAR, ThRDLBLAVEDHLT Ve Nw T
NEDYiR?) ’%EEEEL‘i L7 FAlFCT AT &

BA[FEZ L ZB o T ATHATLE | FA
Xz @7» TORNEN, AF¥A, ZLT
T LB ~DHL PR BHICEL R L
¥ L7z, %528 Kenong Dz ZH LT
Az &, RIKREVTHEAEL T L7,
7= H X Zoom Zfio/zI—F4 V7%
BIEL F L7-, 20K . FATEE IS
fALCaXvybT&E2XHiChy, b
HhbeT— %’%%ﬁﬁtfm%itto
bl cnoo I —F74 v 7L
FrRBuwIF I AnEnirdcosrn—7
DAVN—%BEHL, BELTWEMEAT
WTT, ke THHFE T, FEiunE <
bHY F L7, FADSPC @ Zoom H[f Z L
:\Fkbf'%YWNi%ﬁkﬁﬁf%!L
HHWIE [FroT ! 2EPEMICELERY
HT=Ly baFEbRI W] | A



rZLETI 2, thoffiofEIcb L
F L7, 15000 Y CRLER 7 &5
Hic T ENnF L7,

fE»rD I —F 4 v 7 %T, Ao
BRIV — T OMWKRICHbECHiE2EEL
FL7z, TNOLDOMEDLL, HL T VDl
FICB T 5, HEAARWEOEEND
%aﬁmtbibtoﬁAiyi&Lf
Fﬁli DEETIEIHY IRA, TNZTh

W%# Bl IckoT oo NS
NAND—RZFICEEZFD XD hEHk
TR VWDTT, FRY ¥ 7 OFREHE
Tékb#5l5C\ﬁAiyi%%@@

WThHYH, ZNETNDOEERPENITIE
ébﬁ@%ﬁ%biﬁoh@%iﬁfﬁﬁ\
FOHAMEIISEEY s A Fr—IckoTHE
B e T Ccmabh, V—X—v v
T VY TADR Y N—D e THA X
nE 9,

Kenong (%, [ 7’0t 2 EROIEH | & W
X5 b 0ofTE, FiTIIFRE O H 25
EINT, BEERD 720 DEF DAEEED B
DELA, bYIC, BEEXKIITa v X,
ThbbEmzRL, AET 5, Zr—7
BIRO—HDOPL DI IENT T, i
ROZEEEWRLETT, ipEEINS -
i, FuxvRiFFELCTH LT, #HH
INDHEERPHBEE, T L CERICESE
TR WnwH Z & T,

£ R0 D T, %@7/5/@7
Nt RXEZIELLIRZED ETHEMD
BHWOEZEE A\, ﬁmbéw\:®
TN—T b TIEDOEEE~NLENOIT 3
HD0mBONETRBL, BEZ0b D
um%MﬁﬂU&B“kﬁﬁbfétlo

IR L 9,

& 72 7 AEEER LOU & o HL[FEIfESE
X, fFfhiR e LoD NED AL T4
TY, HEICSMT 2 FETLED, @
FoEcEfcEErATLE, ELA
TlE7a <. 2o %L 2 2108 2 T <
THAIEENRORBY Tz v
EUQEHoT, mL LRSI, FA
Htdkic, @\ L T EEE LOU o X
IBFEBRO LW IV =T RHEET L LT
HENBHLT VERBOAREE R K LT
WE T I,

« B4 T7EV FVEREE

YaF 4o XATEY FIREHRK - #HE
RTHYH, A Vv A TOBRNREES LV
EFRP 7 AL 7 v ERICBET 25 E L L
THIONTWE T, 1970 FlcueH v Er
DAY 7 ANZTERRFTHRY ¥ T L
NY)DHLT Vv EFVIRD E Lz, 1981 4F
WCTRAVAY ~ HLTV - A VAT 4T 2
— b (www.gamelan.org [QR3]) % Ell7% L
1%4¢#a4ypiy7@%@£m B
% ESEE TBALUNGAN] OfF%EH - 1T
FErBoTnEST, cnFETic, UC A —
JL—, B—F<AKRE, N—N"—}FK
2 MIT, —a—3— 7V kK¥=a—-
NAUYBETA VY EA T T OERE L%
ACEE L7, BHEEZ, =2—3 =231

JaTr 4

Rz a— « SAYKTHL T v, 1R
SAENEH 2 B AT T,

Translated by Shun Okazaki

and Yuka Matsumura
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Kenong
Jody Diamond
1990/ revised for Gamelan L.O.U. (Love of Universe) 2025

Background

In many gamelan ensembles, there are instruments with many pitches that are played by
one person, playing only one note at a time. But what if there were enough people to play
all the notes at the same time? This piece is an exploration of that idea.

Kenong was first composed for a Javanese instrument called £enong, a set of large
horizontally-supported gongs, with one gong for each note in the gamelan. (This includes
the notes of two pitch sets: slendro, with five pitches, and pelog, with seven pitches. The
two tuning systems are not usually played at the same time, so this piece is an exploration
of that as well.) Later versions were arranged for other instruments, like the smaller set of

gongs called bonang that is played tonight.

The composition was inspired by the work of the Indonesian composer Pande Made
Sukerta, one of the artists in the late 20th century who pioneered an experimental
approach to traditional instruments. He taught composition at ISI Surakarta, a national
university of the arts in Central Java, and wrote the first book in Indonesian on
experimental techniques for gamelan and other sound sources. That book was translated
and published in the journal Ba/ungan, Volume 12, 2017, and can be read in the issue at
https://www.gamelan.org/balungan/issues/balungan12/balungan(12)complete.pdf

Kenong (for bonang) for Gamelan L.O.U.
Our History

Earlier this year, I was contacted by Shun Okazaki of Gamelan L.O.U. (Love Of
Universe), looking for a score to the performance of Kenong that they had seen on

YouTube.

In that initial contact, they gave me a link to a performance they had arranged of Lou
Harrison’s Iz Koro Sutro, which was composed for large chorus and a unique set of
instruments that has been built and tuned by Harrison and his partner William Colvig.
Because of their resonance, that set was nicknamed “The American Gamelan,” although
it had virtually no relationship to the gamelan of Indonesia.

Nevertheless, Gamelan L..O.U. arranged that work for voices, original instruments they
built, and instruments from their West Javanese gamelan, a Sundanese gamelan degung. I
would not have thought this was possible! I was very impressed with this group’s
creativity, skill, and obvious love of the music and the instruments. When they asked to
perform Kenong, I was thrilled to say yes.

We began meeting on Zoom, allowing me to attend and comment on rehearsals. We
worked together to adapt the piece for their group. I think we all enjoyed these meetings!
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I want to say how much I respect and love the members of this group; they were so
communicative and patient with me, even when, from my zoom window in the computer,
I would shout, “Stop! That’s too loud.” Or “Wait! Everyone must hold their mallets in
exactly the same way!” I even attended their rehearsal of other pieces, fascinated observe
their interaction and creative musicianship.

Opver several meetings, I changed the piece to fit the character of this group of players.
The rehearsals revealed the importance of some essential qualities of gamelan playing.
Gamelan is not at all a music of “parts,” where each musician has a sole responsibility for
a piece of the puzzle that is put together by the conductor. As we learn from playing
Javanese music, gamelan is a music of relationships, where each musician plays in
response to the others. There is no conductor, rather direction is conveyed musically,
with sound and gesture, and leadership is shared among the members of the ensemble.

Kenong is an example of what might be called “process music composition.” The score
does not specify specific notes, and there is not a separate score for each instrument.
Instead, the musicians follow a process—a set of interactions for the entire group that
represent and create the composition. This means that each time the piece is played, the
process will be the same, while the instruments, and the players, and the actual sound will
be different.

In our last couple of rehearsals, I feel we have grown from trying to get the process of
each section right to listening and responding to each other, finding the best way to
connect with the musicality of this particular group of people, and breathing life into the
music itself.

Working with Gamelan L..O.U. has been a highlight of my life as a composer. I had
planned to attend the performance, but health concerns prevented my travel. I will watch
from a distance, not with sadness, but with the joy of knowing that we have forged a
musical connection that will certainly last far beyond this moment. Together, we will
explore the musical possibilities of the gamelan when it is played by a group as
remarkable as Gamelan L.O.U.

Bio of Jody Diamond

Jody Diamond is a composer, performer and scholar known for her research on
contemporary music Indonesian and international gamelan. She first studied Javanese
and Balinese gamelan in 1970 at the California Institute of the Arts in Los Angeles.
Diamond founded the American Gamelan Institute (www.gamelan.org) in 1981, and is
the editor and publisher of BALUNGAN, an international journal on Indonesian
performing arts since 1984. Diamond has taught Indonesian music and culture at U.C.
Berkeley, Dartmouth College, Harvard University, MIT, and SUNY New Paltz, where
she currently teaches gamelan, composition, and cultural anthropology.
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