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Abstract

By studying the music of the late Jimmy Boyle (1922-1971), we hope
to unveil, as the study progress from one stage to another, the forms and
implications of the artistic expressions produced by an individual who
lived in the climate of a new nation in the post impendent Malaya (and
later Malaysia). In this paper, we will look directly into some of his
unpublished works that is, to give some empirical evidence as steps
towards illustrating the “individualistic perspective” of the composer.
The two tunes chosen here are ‘Kemegahan Negaraku & Putera Puteri’.
These two tunes represent the patriotic facets of Jimmy Boyle’s
compositional techniques. Notwithstanding the younger generations
may not know the composer name in particular, many would have sung
his work like ‘Putera Puteri’ in school activities. To the elder
generations who experienced the process of independence of Malaya,
Jimmy Boyle remains as a famous figure in music. These impacts of
Jimmy Boyle were derived from the frequent and privilege
‘connections’ his music happened to have in various strategic events in
the country. For example, ‘Kemegahan Negaraku’, accompanied the
first rise of the Malaysia flag on the 16th of September 1963.

Keywords: Malaysian popular music, Jimmy Boyle, Music Analysis, Diversity of
Music Styles, Jazz Idioms, Youth, Patriotism.



Abstrak

Dengan mengkaji secara berperingkat muzik oleh mendiang Jimmy
Boyle (1922-1971), kita berharap akan dapat menyingkap bentuk dan
implikasi ekspresi artistik yang telah dihasilkan oleh seorang individu
yang hidup dalam suasana negara baharu pasca kemerdekaan Perseku-
tuan Tanah Melayu (kemudian Malaysia). Melalui makalah ini kita
akan terus meneliti beberapa karya beliau yang belum terbit, bagi mem-
beri bukti empirikal sebagai langkah ke arah mengilustrasikan °
perspektif individualistik® komposer ini. Dua buah lagu yang dipilih
ialah ‘Kemegahan Negaraku’ dan ¢ Putera Puteri’. Dua buah lagu ini
mewakili teknik komposisi sudut pandangan patriotik Jimmy Boyle.
Ramai pelajar menyanyikan lagu ‘Putera Puteri’ dalam aktiviti perseko-
lahan, meskipun mungkin generasi muda tidak mengenali nama kom-
posernya. Kepada generasi yang lebih berusia, yang turut mengalami
proses kemerdekaan Persekutuan Tanah Melayu, Jimmy Boyle akan
kekal diingat sebagai figura bitara dalam bidang muzik. Impak
lagu-lagu Jimmy Boyle terhasil daripada kebiasaan mengetengahkann-
ya dalam acara-acara strategik. Lagu ‘Kemegahan Negaraku’ ump-
amanya, mengiringi upacara menaikkan bendera Malaysia pada 16
September 1963.

Kata kunci : Muzik popular Malaysia, Jimmy Boyle, Analisis muzik, Kepelbagaian
stail muzik, Idiom jazz, Belia, Patriotisme




Introduction

The main source of research is to analyze the original compositions,
exactly as Jimmy Boyle intended it to be in terms of its harmony, count-
er melodies and in its original form and structure. By not deriving from
the original arrangements of the piano scores as how Jimmy Boyle
composed it will enable the future arranger to elaborate further on the

tunes, which are presented here in all its originality.

Data analysis of the essential compositions by Jimmy BOyl'e".

TEMPO
NO TITLE DURATION STYLE (Beats Per Minute) FORM
1 MU 2 min 36 sec Marcato 96 bpm A-B-A
NEGARAKU
SUKAN
2 SEKOLAH 1 min 54 sec Marcato 110 bpm A-A
SEKOLAH
MALAYSIA
4 GEMA 3 min 30 sec Andante 72 bpm A-B
REMBULAN Waltz
5 PUTERA 3 min 23 sec Moderato 100 bpm A-A-B-A
PUTERI with Feeling
6 JAUH 4min20sec | Andantewith 68 bpm A-B-A-C
JAUH Feeling
) Andantino with
7 | CHENDERING | 4 min 23 sec Feeling in a 72 bpm A-A-B-A
Latif feel

Table 1.0 Data analysis of the essential compositions of Jimmy Boyle




‘Kemegahan Negaraku’

This composition written in 1956 by Jimmy Boyle nearly became the
Malaysian National Anthem. With lyrics which are patriotic in nature,
this tune has been a staple for school songs and for the national TV
channel (RTM) throughout the years. This tune was first played when
the Malaysian flag was first hoisted up in 1957 as the ‘Negaraku’ was
not written at that time.

Figure 1.1 The original handwritten piano score of ‘Kemegahan Negaraku’.
The song analysis and the overall structure of the tune

The composition is in A — B - A form. The A section is 8 bars
long and. The B is very short at only 4 bars. The reason for this is indeed
a unique proposition for Jimmy Boyle as the lyrics were written before
the song. For a songwriter and a jazz performer to write a song which is
impeccably imbalanced with only 4 bars in the B section, as opposed to
the more universally acceptable phrasings of the 8 bars in more
conventional songs, Jimmy Boyle composed a melody which has to
have a tonality and harmonic shifted in just the space of the 4 bars
mentioned. The tune, with its march like stance and lyrics which is of a
patriotic nature, was written to stir a sense of pride and loyalty to the
country during the early days of the independence of Malaysia in 1957.
Technically the tune is actually written in the mode as musicians would
label as the ‘darker’ mode, hence in the key of D Harmonic minor.




The melodic contour, or phrasing in the A section is easily sung
with short repetitive intervallic leaps, of a perfect fifth (5th) from the
tonic and an ascending scale like melody. The melodies from bars 1 to
4 are almost similar to bars 5 to 9. It is the call and response phrasings
which are employed in the difference of bars 3 to 4 and bars 7 and 8.
The rhythmic quality of the melody from Bars 1 to 4 and 5 to 9 are
identical in rhythm, note value and melodic choice of notes thus making
the entire A section symmetrical with a grouping of 4 bars each.
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Figure 1.2. Kemegahan Negaraku (Section A and B (Bars 9 & 10)

As it is written in a March feel, with notes which sung in an
ascending scale like manner, the rhythmic and melodic phrasing of the
A section is also balanced and repetitive. Apart from that, the lyrics are
also written (in Malay) to enable the singer(s) to breathe easily with
phrasings at almost every bar.

In the B section which is only 4 bars long, a melodic stress on
a note which is not predominantly used before (the E) is employed.
Like the A section, the B section is also a scale like in its melodic
ascension and on the 4th bar.
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Figure 1.3 Kemegahan Negaraku (Bars 6-Bars 13)

The note values used are mostly dotted quavers followed by a
semiquaver to ensure a ‘swing’ feel. Again, this is not really a March
type of song in the ‘Malay’ idiom. Thus this contributes greatly to the
uniqueness of Jimmy Boyle in employing the ‘swing’ feel in a March.
Another aspect of the uniqueness of the tune, is that although there are
many ‘Malay’ songs written in the 12/8 nature, such as ‘Joget’, it is
indeed a very rare occurrence for a tune to be written in 3/4, as Jimmy
Boyle has done with ‘Kemegahan Negaraku’.

In the original arrangement, as written by Jimmy Boyle, the left
hand of the piano or the accompaniment represents a tuba or double
bassoon sound. With its staccato, descending bass lines, it holds the
anchor of the song, and provides a rhythmic movement to the song in
adding a momentum in the left hand.

Whenever the is a minim in the melody, be it in the A or B
section, the left hand , as arranged by Jimmy will immediately move
scale like in a descending manner to ensure the song has a call and
response stance. Apart from that, the movement of the left hand also

provides a strong counter melody, to the contour of the melody on the
right.



KEMEGAHAN NEGARAKU
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Figure 1.4 Kemegahan Negaraku (Piano Score)

The musical and historical importance of ‘Kemegahan Negaraku’

The overall effect of the song, with its key in a harmonic minor
stance, the melody written in absolute symmetrical rhythmic
uniformity, with a constant form of melodic speed control throughout
the song, and with its scale like rendition and nonstop counter melodic
lines in the bass clef, most certainly conjures up a sense of impending
menace, which is ironic given it is a song which is supposed to elevate
the performer and listener to levels of great pride.

As observed by En Ramlan Imam (Aswara, Kuala Lumpur,
2009), with all its musical criteria employed in this piece, it is almost a
soundtrack for a villain in a movie. Ironic is how this composition can
be described best.

Furthermore, ‘Kemegahan Negaraku’ is a tune with its lyrics,
written by Dol Baharim, which best showcases Jimmy Boyle at its best
in editing his songwriting needs to suit the pace and lyrics which is
given. With only 4 bars in the B section, Jimmy Boyle manages to
introduce a new melody and harmony was a counterpoint to the A
section. As observed, it is indeed a very unique form of compositional
trait which was never been done by any other composing contemporary
of Jimmy Boyle in the 1960s.
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THE MALAY LYRICS OF ‘KEMEGAHAN NEGARAKU’ BY
DOL BAHARIM

A section

Selamatlah Malaysia raya,
Negaraku yang kucintai,
Seumumnya, maha perkasa,
kedaulatan dewi mu pertiwi

B section
Malaysiaku,Maha Berjaya,
Negaraku indah murni

A ii section

Selamatlah Malaysia raya,
Negaraku Ibu pertiwi,
Kemegahan Bumi Putera,
Di rahmatkan demi ya Ilahi’

‘Putera Puteri’

Since its composition in 1957, ‘Putera Puteri’ has been the tune
that the man on the street would identify Jimmy Boyle with. This tune
was specifically written for the youths of Malaysia. Jimmy Boyle being
a school teacher, and a very patriotic man was very passionate about the
direction of how the youths would partake in their destiny in becoming
leaders of the country tomorrow. ‘Putera Puteri’ or ‘Prince and
Princess’ in English, is a lyrical metaphor in that one day the “Prince
and Princess” would be King and Queens.
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Figure 1.4 The original handwritten score of ‘Putera Puteri’.

The song analysis and the overall structure of the tune

The form in the song is A (8 bars) - A (8 Bars) — B (7 Bars) — A
(8 Bars).Written in the key of C major, the melodic phrasings are a
combination of a conjunct and disjunct motions working together,
which produces a very catchy hook from the very beginning. The “call
and response’ of the melodic structure is very balanced in the melody,
where the melodic phrasings are no more than two bars each. In the
entire A section, as balanced as it is, is actually a combination of a
series of call and responses in the melody, thus with the many breaks in
between makes it ideal for the singer’s breathing rhythm.




As mentioned by En. Ramlan Imam (ASWARA, 2009), Jimmy
Boyle’s compositional techniques would always spring out surprises
and unpredictability in many of his tunes. This is even evident in a tune
deemed as commercial as this. The first bar of the melody is scale-like
in nature, which is immediately followed by an intervallic of either a
minor 7th down (Bar 2), Major 7th down (Bar 4), minor 7th up (Bar
6) or even a minor 2nd down (Bar 7-8) which is a scale-like resolution
at the end of each section A, thus giving the song a balanced sense of
melodic scales and leaps.

Putera Puteri
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Figure 1.6 Putcra Puteri (Bars 17-24)




The melody in the B Section takes an entirely different
approach in its melodic and harmonic placement. With its low pitch and
continuous chromatics in each of its phrasing and leaps, the B section,
is an antithesis to the scale-like leaps and bounds of the A section. With
an odd bar meter of just 7, the B section presents a rhythmic instability
to the symmetrical balance found in the A section, thus giving the
composition a very delicate balance of both light and darkness.

In terms of the harmony, many series of the II min-V7- I major
chord progressions are used throughout the A section. As always, the
non diatonic chords, such as the Eb major 7th (bIII7, Phrygian mode)
in bar 5, presents the opportunity for Jimmy to employ some chromatics
in the melody. The harmonic movement in the bass clef of the original
piano arrangement by Jimmy Boyle in the B section has a line cliché. In
Bar 18, at the beginning of the B section, the line cliché (E minor, E
minor #5, E minor 6) provides a nice counter point in the bass clef, as
the melody in the treble clef is minim, and thus stationary. The second
line cliché for the bass clef appears on bars 22 (G minor, G minor #5,G
minor 6) and thus elevates the song higher than the previous line cliché
until its climatic melodic and harmonic lift in Bar 24 which lends itself
very nicely for a final push to the last A section.
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Figure 1.7 Putera Puteri (B Section)







