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The expository chapters in the middle of the book are framed by ru-
minations which are clearly the main point of it all. These emanate from a
consideration of art-as-process: “The world, cosmos, and our inner worlds
are not places or entities,” says Herbst's teacher Wayan Diya. “They are
ways” (8). One who approaches this book with a taste for delicacies of
thought, at times alive and refreshing and at others literally Tantric in their
abstraction, will be rewarded. In this regard, Judith Becker's preface and
René T.A. Lysloff’s afterword, affixed seemingly in apology for the book’s
hints of neo-counterculture tone, deflect nothing in the way of criticism
that the book does not handle perfectly well on its own.

Voices in Bali requires being met on its own distinctively experiential
terms. In keeping with one of its key points, it is something to be ingested
whole rather than dissected. Herbst has not tried to distance himself from
his teachers’ discourse of spirituality; instead he embraces it as something
to live by and comment upon for his readers. This is a commendable and
becomingly modest act of loyal commitment, and there is no point in cast-
ing aspersions on his diffidence towards more conservative scholarship. I
confess to initial wariness of the reverential, bordering-on-the-mystical tone
of many passages, but what fortified me was the book’s gossamer literary
touch and the authorial intelligence it unmasks. My lingering frustration is
that Herbst never tempers his depictions of the communality of Balinese
arts and society with anything critical, save for a predictable disdain for the
outside straw-men of technology, government, and modernization. By leav-
ing his teachers and the “traditional” culture that shaped them (a notion
left unquestioned) on their pedestals, he joins a long line of doomsayers
blaming whatever is “not” Bali for the “erosion” of what “is.” One wonders
if the Balinese themselves will ever demand a less idealistic treatment, or
if they will remain content to be drawn as the world’s most thoroughly
cultural creatures.

Schaareman’s volume is a diverse compilation of fine material that suf-
fers in places from poor translation, editing, or both. (I shall not dwell on
these problems, but they are a hindrance.) It is the latest product of sever-
al generations of Balinese music research that began with Ernst Schlager, a
Swiss chemist who studied music in Bali shortly after McPhee, and emanates
from the ethnographic institute of Basel, Switzerland. The Oesch of the
subtitle compiled and published Schlager’s research after the latter’s death,
and over a lifetime stimulated the work of other Balinists including Schaare-
man, Urs Ramseyer, Karl Richter, Dieter Mack, and Tillman Seebass, all but
the last of whom are represented here.

The articles fall into three categories. One of these consists of ethnogra-
phies of specific regions, villages, or rituals. David Harnish neatly summariz-
es the musical genres and practices of Lombok Balinese. Ramseyer describes

Book Reviews 185

the ritual uses and repertory of gamelan selunding in the aga (“original” or
pre-Hindu) village of Tenganan (much of this material is available in his ear-
lier publications). Kiyoshi Nakamura writes on the close links between com-
position-type and ritual sequence in Selat village, and Schaareman deals with
similar issues in the eastern village of Tatulingga (a pseudonym).

Genre studies form the second category. Adrian Vickers, preeminent
historian of Bali, writes on the elusive meters of kidung poetry without
claiming a definitive solution to the riddles long posed about their struc-
ture, but in so doing gives finer-grained descriptions of specific perform-
ers’ styles than we have had until now. Lisa Gold’s piece on the gamelan
gender wayang, accompaniment to the shadow play, is an exhaustive com-
pilation of useful information about repertory, song, and ritual use. Wayan
Dibia, now director of the Balinese Arts Academy, describes arja more
straightforwardly than Herbst. (The two authors conflict on some factual
points such as the syllabification of verse forms (Dibia, in Schaareman, 295;
Herbst 39], facts doubtlessly explainable in terms of local variation but not
acknowledged as a possibility by either one.) Of the two studies of large
bronze gamelan, Nyoman Wenten's on semar pegulingan and Mack’s on
gong kebyar, it is the latter that offers the closest musical analysis to be
found in the book, helpfully correlated with transcriptions and a record-
ing (Mack 1990).

Three studies on music in contemporary society, much needed for Bali,
are also included. Annette Sanger writes on music, dance, and caste/status
issues in the villages of Sengguan and Pejeng, offering insight into how the
famed collectivity of Balinese music functions in the face of ongoing tensions
in the social hierarchy. Martin Ramstedt’s chronology of government cultur-
al policy and its effects on musical life is compact and informative; and
Raechelle Rubinstein’s heartfelt and intricate overview of the shifting fate of
sekaba pepaosan (clubs devoted to the study and voicing of Indic kakawin
poetry) gives welcome attention to this culturally significant pastime.

One final article, to me the most creative and fascinating of the lot, is
harder to classify, but it is first-rate ethnomusicology. In “Slendro-Pelog and
the Conceptualization of Balinese Music: Remarks on the Gambuh Tone
System,” Richter juxtaposes analysis of the generative cosmology of musi-
cal tones from a 19th century court manuscript with careful pitch measure-
ments of modes blown on the deep-voiced bamboo flutes of the ancient
and influential gamelan gambub. In so doing, he shows how conceptually
and acoustically diverse Balinese tunings and modalities really are. Convinc-
ing congruences between the manuscript and the manifest gambub tones
suggest further that Balinese slendro and pelog may be homologous. This
exciting idea correlates in a general but nonetheless striking way with
Herbst’s discussion of modality in singing. Branching out further to embrace
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Sumarsam’s (1995) stress on the vocal origins of Javanese gamelan compo-
sitions, we begin to be able to sketch at long last a more integrated under-
standing of the region’s vocal and instrumental musics. Considering Rich-
ter, Rubinstein, Vickers, Gold, Dibia, and Herbst together (most of whom
are indebted in some way to Wallis 1979) underscores the most concrete
shared achievement of these two books: their expansion of our knowledge
of Balinese vocal traditions. ‘
Generations after McPhee’s landmark explorations, these writers join
a teeming interdisciplinary discourse about an island with a robust local
culture that is known worldwide. With further contributions and perhaps
a shade more critical stance (already achieved by other Balinists), Balinese
musicology can cut McPhee’s apron strings and come into its own.

Michael Tenzer University of British Columbia

Note

1. At first this made me wonder why, when I was in Bali, I got all the impish and lacon-
ic teachers, until I remembered Feld's joke about how women and New York Jews depict
the Kaluli as “emotional and sensitive,” while for Anglo men they are “intense and calculat-
ing” (1990:250). Herbst and I are both New York Jews, however, so perhaps the overexpo-
sure Balinese receive is a useful bulwark against such crude ethnic stercotyping—on either
end of the writer's pen. (To be fair, Herbst portrays his share of tricksters: see the anecdote
about Madé Grindem on pp. 63-65.)
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Burkina Faso: La Voix des Peuls. 1997. Produced by Sandrine Loncke.
Le Chant du Monde CNR 2741079. One compact disc. Photos, map,
notes in French with English translation.

Aicha mint Chighaly: Griote de Mauretanie. 1997. Produced by Pierre
Bois. Maison des Cultures du Monde, Paris, Inedit W260078. One com-
pact disc. Photos, text translations, music notations, and notes in
French with English translation.

The Divas from Mali: Kandia Kouyaté, Mah Damba, Sali Sidibé,
Oumou Sangaré. 1997. Edited by Christian Scholze, Jean Trouillet, and
Jan Reichow. One compact disc. Westdeutscher Rundfunk, World
Network 28.301. Photos, notes in German by Barbara Wrenger, with
French and English translations.

Jali Kunda: Griots of West Africa and Beyond. 1996. Produced by Fo-
day Musa Suso, Janet Rienstra, and Bill Laswell. One compact disc and
96-page book, boxed. Ellipsis Arts CD 3510. Photos by Daniel Lainé,
recordings by Oz Fritz, notes by Robert Palmer, Foday Musa Suso, Amiri
Baraka, J. H. Kwabena NKketia, Iris Brooks, and Bill Murphy.

Desert Blues/Ambiances du Sahara. 1995. Produced by Jean Trouillet.
Westdeutscher Rundfunk, World Network 58.774. Two compact discs
and booklet. Photos, notes in German with French and English trans-
lations.

Have you ever tried listening to a new recording as if it were a listen-
ing quiz, listening without looking at the notes, to see how you did? Item
no. 3 on the last recording above stumped me—a gentle solo guitar, a qui-
et, deep bass voice. The style led me to West Africa, then I recognized some
Wolof, but I would never have guessed Youssou N'Dour, the golden tenor
of Senegal! This pleasant surprise typifies the listening provided by these
recordings—not all surprising, certainly, but all pleasant. Or perhaps a
better word is “satisfying”: If you know the traditions, you will be satisfied
with their excellent presentation; if you do not, rest assured that you are
getting a good introductien to them. The five recordings range from the
strictly traditional to the experimental. Though they represent only the tip
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