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F OREWORD
It is a great honored and pleasure for Institut Seni Indonesia Yogyakarta to welcome all guests and participants of the ICONARTIES (International Conference on Interdisciplinary Arts and Humanities) 2019.
We are indeed proud to hold this conference as one of the important programs of the 35th Anniversary of
Institut Seni Indonesia Yogyakarta. This international event is aimed to be a supporting element for scholars, researchers, lecturers, artists, students, and observers to discuss and share any indispensable insight and
current information in relations to interdisciplinary arts and humanities in the millennium era.
Insitut Seni Indonesia Yogyakarta is indeed supporting this international conference as it is also a great
moment in contributing to the development of the arts and humanities which enrich the definition of art to
manifest itself in a interdisciplinary studies.
The industrial revolution 4.0 is in the track to support all fields, one of which is in the academic world. It
means that various processes of academic activities can be sustained by the advancement of all-automatic
information technology. The Industrial Revolution 4.0 is expected to produce a rapid and comprehensive transformation. Some of the main technologies that will support the implementation of the industrial
revolution 4.0 are internet of things, artificial intelligence, human machine interfaces, robots and sensor
technology, and 3D printing technology.
The development of cutting-edge information and digital technologies, such as robotic adaptive, artificial
intelligence, and big data, is moving rapidly to change various skills, knowledge, and scientific attitudes,
including in various fundamental aspects that are very influential in the existence of the world of art higher
education. By combining the artificial and human natural intelligence, the potential of individuals can be
more maximized and very possible for extraordinary achievements. In this decade, the development of digitalisation of art opens the art world which is based on digital information technology, including cyber art,
information arts, and multi media arts. This is certainly also unavoidable influence on the types of knowledge and values of art, expertise and practice, as well as methods and processes in building new models of
knowledge and art practices.
Even so, in the creative process, existence, and spirit of art, the artwork is not only determined by the
conditions of the massive development of digitalization technology but can also be created beyond the determination of technology. It is because art can be awakened from dreams, spirituality, or unconsciousness
that is unthinkable, unpredictable, and imaginably measurable and limited. Therefore, the challenges of
Institut Seni Indonesia Yogyakarta in the future are in terms of capturing the opportunity of digital information technology as an extension of our hands to develop its art and maintaining the contextual values
and traditions of self-potentials which have become the basic capital. Thus an educational strategy must be
developed to open spaces and art fields to answer these challenges and opportunities.
This symposium will not be success without any support from diverse parties. On behalf of Institut Seni
Indonesia Yogyakarta, I would like to convey my sincere gratitude and deepest appreciation to all keynote
speakers from our International partners, official partners (local and international co-hosts): Universitas
Sanata Dharma, Universitas Islam Indonesia, Universitas Kristen Duta Wacana, Institut Seni Budaya Indonesia Bandung, IDEAS LAB, NUSANTARA, Eszterhazy Karoly University, Hungary; Ulm University
of Applied Sciences, Germany; Silpakorn University, Thailand; Universiti Teknologi MARA, Malaysia;
Royal Holloway, University of London, United Kingdom; Technische Universitat Wien, Vienna, Austria;
University of Toronto, Canada; ASEA UNINET, presenters, and participants of the ICONARTIES (International Conference on Interdisciplinary Arts and Humanities) 2019, that have actively contributed and
committed to make this event successfully. And last but not least, I would also like to express the greatest
VII

appreciation to the reviewers and committee of this conference who have passionately given their effort,
contribution, and energy to make this event successfully.
Hopefully, the outcomes of this program will be beneficial for all parties and strengthen the academic networks years to come. And let me congratulate all of you for attending this conference and publishing the
paper in this proceeding.

Thank you.
Yogyakarta, July 3th, 2019
Editors of ICONARTIES 2019
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Irony in Modern Indonesia’s Literary Plays
Chairul Anwar and Silvia Anggreni Purba
The Faculty of Performing Arts, Institut Seni Indonesia Yogyakarta, Jl. Parangtritis Km 6,5, Yogyakarta, Indonesia
Chairulanwar.isiyk@gmail.com, purba.silvi@isi.ac.id

Keywords:

Irony, Modern Indonesian Literary, Intertextual Reception

Abstract:

The following study aims to analyze the irony in the literary of modern Indonesian play. Data collection
method used is literary study by recording and archiving. Data analysis method uses a content analysis
method. Researchers interpret the plays that become the object of research by relating the phenomena
contained in the texts of the plays to the concepts of irony, intertextual reception theory, and socio-historical
phenomena. The results of the study show the amendment cycle of irony from plays before independence to
the plays of the 1970s decade. The amendment started from the use of tragic irony, then semantic inversion
in various forms consisting of satire, paradox, parody, absurd, and finally back to tragic irony. The amendment
cycle of that irony is a representation of the cycle of change in Indonesian culture.

1

INTRODUCTION

Research about irony in the literary of modern
Indonesian play has never been done. So far, Sapardi
Djoko Damono (1983: 193) discussed the play
literary of the theatrical contest winner of Jakarta Arts
Council in the 1970s using a structuralism approach,
namely the discussion from the intrinsic elements
perspective of the literary play. While Goenawan
Mohammad (1981: 91) discusses literature in the
1970s from the author's perspective, that the plays
were written by the author not for literary purposes,
but for the sake of theater performances, because the
writers in that decade were directors who had theater
group that regularly performs.
Another approach is shown by Jakob Soemardjo
(1983), namely the discussion of modern Indonesian
performance literary from a socio-historical
perspective, that each period of the plays shows a
characteristic related to cultural alteration. However,
it is not explained further what characteristics and
cultural alteration are like. Some discussion of
literary plays that have been mentioned earlier, none
discuss the element of irony, and how the element of
irony is a representation of cultural alteration in
Indonesia.
This study aims to show how the irony in modern
Indonesian plays that are being the object of this
research is a representation of a cultural change in
Indonesia. The discussion started with the concept of
irony as a text that knit the intrinsic elements of the

plays, namely the theme, characterization, and plot
into intertextual woven. Based on the acceptance
horizon of researchers as readers, the concept of irony
is the text that becomes the red thread which knitting
intertextual woven aims to express the meaning, that
since before independence until the 1970s, modern
Indonesian plays were a representation of the cycle of
Indonesian cultural alteration.
Abrams (1976: 3-29) offers the main critical
approach model of literature as follows. First, an
approach that focuses on the structure of the literature
itself. This approach is called objective. Second, the
approach that focuses on the author, which is called
expressive. Third, the approach that focuses on the
universe, called mimetics. Fourth, the approach that
focuses on the reader is called pragmatics. An
objective approach emphasizes the analysis of
intrinsic elements of literature. A structuralism
approach that emphasizes the autonomy of literature.
However, this approach is considered regardless of
the socio-historical and community context. While
Heddy Shri Ahimsa Putra (1998: 20) states that a
textual study seeks to interpret the literature based on
a set of concepts that consider can provide an
appropriate interpretation of the text. Barthes (1981:
39) states that the interpretation of a text/script is
equipped with context, so that it becomes full
meaning, because every text according to Barthes (in
Seung, 1982: 12-15) is no more than a blank sheet
until the text is interpreted in the appropriate
significance context. Each textual analysis
presupposes the right significance context.
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The Text comprehension according to the
intention of the author is explained by Hirsch (1967:
46-47, 207). Hirsch stated his central thesis, namely
the meaning of a literature only originates from the
intention or author’s wish (will). Junus (1985: 3-6)
added that the intention of the author is the main
principle of the interpretation of a literature. But
Junus (1985: 32) states that the intention of the author
must be equipped with concretization of literature,
because through the concretization of literature
carried out by the reader can be known "spirit of the
age", then the reader shows how an author transforms
the values that exist in previous literature into the
work that is writing by him.
Meanwhile, Jauss (in Junus, 1974: 12) focuses his
attention on how a creation acceptable at a certain
time based on a certain acceptance horizon that is
expected. Only with the active participation of the
reader makes literature can live. Jauss (in Yudiaryani,
2015: 41) states that the interpretation of the recipient
or reader is a bridge between literary work or artwork
and history, between aesthetic approaches and
historical approaches. Acceptance or reading and the
influence of reader knowledge actually cannot be
avoided as part of the aesthetic characteristics or
social functions of literature.
Jauss's reception theory (in Fokkema & KunneIbsch, 1977: 148-150) above start from the concept of
the expectation horizon (Erwartungshorizont), and
the concept of the hope horizon itself based on
cultural codes ". While Iser (in Teeuw, 1984: 201202) introduced the Wirkung concept, which the
reader considers literary works causes certain effects.
There is an empty place in a literary work filled by
the reader. Empty places in literary works are given
meaning by the reader through the elements that are
inside it.
Jauss and Iser's approach is considered as an
approach post-structuralism, or better known as the
deconstruction approach, and the pioneer of this
approach is Jacques Derrida. Derrida (in Culler, 1981,
1983) states that each text is weaving, meaning
weaving that cannot be determined or traced
definitively. If tracing a certain thread from a
weaving, then the meaning obtained will be different
from the meaning found when tracing other yarn.
According to Teeuw (1984: 145) Derrida
approach above in semiotic theory is based on the
principles of intertextuality or the relationship
between texts. This principle was first developed by
French researcher Julia Kristeva, that every literary
text is read based on the background of other texts.
Teeuw quote the intertextuality principles of Julia
Kristeva which states that every text manifests as a
mosaic of quotations, each text is an impregnation
and transformation of other texts. A creation can only
be read in relation to or conflict with other texts,
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which is a kind of lattice, and through the lattice so
the text is read.
Culler (1981: 63-64) and Barthes (in Young,
1987: 38-39) state that text can be read only in
conjunction with other texts and open the possibility
of discursive codes, moving codes, codes that living
discursive spaces of a culture. While Yudiaryani
(2015: 23) states that text theory considers the text as
hypology, a that is a knit, weaving, networked
While the concept of irony stated by Cicero (in
Muecke, 1982: 16-17) is an expression that
contradicts with its meaning. People say something,
but it means another. For example, say praise, but the
intention is to insinuate, or mocking. Irony can also
be interpreted as a depiction of pretending behavior,
a falsification. Irony can mean semantic inversion, or
exchange or transfer of meaning. The irony can be in
the form of satire, which is innuendo by creating
crazy characters or nuts, or stupid, moron, or in the
form of betrayal of an unconscious character. Satire
is an innuendo to improve morals.
Schlegel (in Muecke, 1982: 18-35) states that
irony can also be in the form of a parody. Parody
highlight things that are unusual or inappropriate,
such as the creation of characters that deviate from
certain rules, norms, and morals, sometimes indicated
by ambivalent behavior. The irony can also be in the
form of contrasts that experienced by people with
their hopes, fears, wishes, desires, passion, efforts,
which fail due to fierce and rigid fate, showing a
darkness, namely tragic irony. The principle of irony
is the disclosure of contradictory things. The forms of
irony consist of contradictions, opposition, paradox,
satire, parody. Irony also shows strange things, odd,
unusual, unacceptable to ordinary reason, namely
what is called absurd irony.

2

ANALYSIS METHOD

Researchers in this study interpret the texts of modern
Indonesian plays in the context of appropriate
significance, namely the use of irony which is a
representation of Indonesia's cultural cycle. Sapardi
Djoko Damono's approach is an approach intrinsic
element perspective, Goenawan Mohamad is an
approach from the author's intentional perspective
which is incomplete because it is not equipped with
concretization actions, does not fill empty places in
the text, so it is unreadable how the writers of modern
Indonesian plays transform the values of the previous
performances. The transformation of these values is
the spirit of the age as a representation of Indonesian
culture alteration.

Irony in Modern Indonesia’s Literary Plays

Based on the expectations horizon and acceptance
of researchers, conducted an interpretation of the
usage of modern Indonesian plays irony as a history
of Indonesian culture alteration. Researcher's
interpretation starting from the irony as a text that
weaves the text of modern Indonesian plays, namely
intrinsic
elements,
consisting
of
themes,
characterizations,
grooves,
and
background
(settings), then associated with texts outside the
intrinsic elements of the plays. Researchers concreted
by reading the intrinsic elements of modern
Indonesian plays and filling them with irony analysis,
then connected with the socio-historical context of
Indonesian culture. The assumption of the researchers
is that the irony in modern Indonesian plays
permeates and transforms the values of the plays
before independence and after independence which
contradict each other.

2.1

Irony in Literary Play before
Independence

The plays before independence were represented by
Sanusi Pane’s masterpiece, namely Kertajaya (1932)
and Sandhyakala ning Madjapahit (1933) (hereinafter
referred to as K and SM). According to Teeuw (1990:
156), K and SM showed Kertajaya and Damarwulan
figures who fought for freedom but met their death
very tragically. Both figures are shown to the reader
as a king who truly fights for freedom but failed. The
two figures were shown in a special way, namely
fighting for freedom, but eventually surrender to the
collapse of freedom itself. Both figures experienced
tragic irony. The description of the tragic irony
experienced by the two figures is a representation of
the freedom fighters at that time who were powerless
against the Dutch colonial government who acted
violently against thoughts about freedom.
But in 1940 Sanusi Pane wrote another play, that
is Manusia Baru (hereinafter called as MB) which
showed contradictory phenomena. Teeuw (1980: 4849) states, that the MB play takes the background of
modern India and discusses the problem of society,
namely the relationship between workers and
employers, and individual responsibility of both
parties in such a conflict. The author shows a deeper
interest in the problem of new cultural developments
and their solutions
MB play describes Surendranath Das as the leader
of the workers. While in Madras there was a dispute
between the employer of the weaving factory and the
workers. The employers led by Narayanswami Wadia
were unwilling to meet the demands of the workers
who demanded a wage increase and reduced working

hours. The employer is not willing to fulfill these
demands. The workers hold a strike. Surendranath
Das leads the strike. The workers experience life
difficulties. The assistance came from Saraswati
Wadia, a second daughter from an employer and her
boyfriend Surendranath Das. The Minister of Industry
intervened, and the final decision was the workers
won.
MB plays perform in India with figures who are
also Indians. But the situation shown by the play is a
representation of the situation and condition in
Indonesia at that time. The characterization and scene
of this play refer to India, so got the question why not
in Indonesia? H.B. Jassin (1967: 196) states that
disputes between workers and employers in industrial
areas that are not shown in Indonesia are not merely
the reason why the MB plays in India and not in
Indonesia, but more than that because of political
psychological reasons. At that time the Dutch
colonial government would easily take a crackdown
on thoughts about freedom that was considered
dangerous. The irony in the MB play is a semantic
and satirical inversion. MB play moves the
characterization and setting (background) of
Indonesia to India. The move was a satire or teasing
about the situation and condition in Indonesia at that
time. So, the MB plays leave tragic irony and make
changes using semantic and satirical inversion irony.
A change that is contrary to the previous Sanusi Pane
work.
Teeuw (1990: 157) relates the Sanusi Pane’s
masterpiece to the "cultural polemic", in which the
cultural thought of Sanusi Pane contradicts to Sutan
Takdir Alisjahbana. Sanusi Pane argued that Western
culture prioritizes physical and forgets spiritual.
Western culture is more concerned with materialism,
intellectualism, and individualism that are exploiting
the environment so that it forgets justice. While
Eastern culture, including Indonesian culture, is
guided by the principle of balance and harmony
which unites materialism, intellectualism, and
individualism with spiritualism.
The main problem in the MB play is a modern
problem. Surendranath Das figure tries to integrate
body and spirit, but orientation is focused on efforts
to make difference so that the new aspired man is
successfully created. Sanusi Pane was disappointed
with the mind that attached to the old culture, to the
concept that already died, which had disappeared,
which could no longer give an inspiration. The
thoughts of Sanusi Pane seen from this point of view
experience a change because they are contrary to the
periods of K and SM.
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2.2

The Irony of Plays after
Independence

The pioneer of the writers after independence period
was Utuy Tatang Sontani,Motinggo Boesye, and
Nasjah Djamin. The play created by Utuy Tatang
Sontani was Awal and Mira, won the BMKN prize in
1952. While the play by Motinggo Boesje was Malam
Jahanam, won the first BMKN prize in 1958. Nasjah
Djamin's play was Black Dots which won the 2nd
BMKN prize in 1958
Awal and Mira play (hereinafter called as AM) by
Utuy Tatang Sontani, tells the story of a young man's
love for a rabble girl in the after independence era.
These characters experience obstacles not only
because of their different status but also because of
their conflicting environment. In addition, because
the girl suffered a disability in the legs that no one
ever knew. Awal is a weak young man, but loves
Mira. Awal never knows Mira's disability. But at the
end, the secret Mira’s disability was known by Awal.
Mira is a symbol of an independent rabble woman,
free not to work for the benefit of the Dutch colonial
government. This status is considered to be flawed by
the Dutch colonial government and the priyayi. While
Awal is a symbol of representation from the priyayi
environment that is not independent. The priyayi
ruled in the feudal era but suffered a prestige
decadence after independence. Awal’s weakness is
considered a defect by fighters who want to be free
not to depend on the Dutch colonial government. The
priyayi become individuals who do not know their
strength. Mira opposed Awal’s weaknesses by
proposing real challenges, namely freedom or
independence. Awal considers the challenge as an
insult. But the challenge caused Awal’s power, to
dare to knock down Mira's shop. Along with the
collapse of the Mira shop, a barrier wall that has
separated their social status has also collapsed. Awal
and Mira merge into individuals who realize that their
power is in freedom.
The AM play continues the satirical irony that has
been used by MB play created by Sanusi Pane in
front. However, the AM play made a variation on the
satirical irony with an irony of parody which satirized
the class of the priyayi who were weak and not free.
This means that they cannot work independently
because of all this time their work as a bureaucrat.
Their lives depend on the government of Dutch
colonialism. This is contrary to Mira who is
independent in her freedom.
Meanwhile, Malam Jahanam play (hereinafter
called as MJ), Motinggo Boesje's work tells the story
of Mat Kontan who brags about having children, but
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his parrot reveals that the child is not his son, but the
son of Soleman, his neighbour, and best friend. Mat
Kontan resigned because he did not have manliness
as a man. Mat Kontan's character is a paradoxical
irony that is a representation of empty spirited and
cowardly warriors. The paradox in the form of Mat
Kontan's escape to turtledove and big talk. This
means that the Mat Kontan is a representation of a
bullshitter fighter. Mat Kontan fills the weakness by
boasting. Turtle dove bird is a representation of
priyayi's who claim to be fighters, but their feudal
attitude. While Paijah, his wife who had an affair with
Soleman was praised with big talk to the village
people.
The MJ play continues the tradition of satirical
irony by making variations of paradoxical irony. The
use of irony is a representation of fake fighters who
can only brag, but in reality, their real struggle does
not have the courage and ability. But people respect
them.
The Titik-Titik Hitam play (hereinafter called as
TTH), Nasjah Djamin's work revolves around Hartati,
who has been married to Adang for five years, but she
falls in love with her sister's husband, Trisno. Hartati
is a strong-willed, self-centered, but also a wasteful
woman. Her desire to seize freedom and her nature of
waste turned out to make her miserable. While Trisno
is an artist who also loves freedom. Hartati is
confined to emptiness and loneliness in her marriage.
Lies and betrayal were carried out by Hartati and
Trisno. Trisno was willing to take responsibility if
Hartati divorced Adang and chose her. But Hartati did
not want to divorce from Adang, but she also did not
want to lose Trisno. Trisno likewise, if Hartati
maintained her household with Adang, then Trisno
also preferred Rahayu, his wife who was also his
younger brother Hartati. The conclusion is, the TTH
play continues the use of satirical irony and parody,
but by making variations of ambivalent behavior. The
use of irony is a representation of ambivalent
behavior. Hartati and Trisno were representatives of
the priyayis who were still tied to old morals, even
though their act of cheating was a representation of
the behavior of individuals in the new age who loved
freedom.

2.3

Irony in Indonesian Plays in the
1970s

Next is the " Rumah Tak Beratap dan Rumah Tak
Berasap" play created by Akhudiat, the second
winner of the Jakarta Arts Council's writing
competition in 1974 (Sapardi Djoko Damono (1983:
193). This play (hereinafter referred to as RTBRTB)
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tells the figures of Yu and Dik, street dancers who
were also prostitutes, they passed by the building,
where Andre live, a computer graduate from France
graduated, when he was in high school, he had been a
"prey" of Yu's patience, and Andre lived with his
family. Andre as Ande (Ande Lumut), perhaps not
because he deliberately insinuated the young man, but
indeed because they could not say "r French" tucked
into the word "Andre", Andre belonged to a culture
that was foreign to both of them. He felt educated to
assume that the world of Yu and Adik is "Jowo"
world that strange for him, and Andre did not know
the word Ande (- Ande Lumut) The RTBRTB play
emphasizes how "Jowo" they are by creating a group
of figures who live in a building house. The definition
of "Jowo" here is traditional culture. Andre, his
mother, along with the shadow of Madame Nelly,
Mademoiselle Ellen and something like that is a
representation of people who are oriented to Western
culture representing modern society. According to the
RTBRTB play, so far these two cultures have been
separated only by differences in language and
"Language". The use of Javanese language on Yu's
character and his group showed that RTBRTB's play
was deliberately insolent to show the "language"
problem. Furthermore, when Andre, who was always
floating in the middle of Western language, said one
sentence in Javanese, then immediately Adik said:
"Mas Andre wis Jowo". So Andre has become Java
because of using Javanese "language"; playing
quietly in the dark on the bed with prostitutes who are
dancers from traditional cultural backgrounds.
RTBRTB play hit Yu and his group with other
"cultural" groups. There is a character "Juragan", also
called "Menak". Juragan wishes to marry Adik.
However, then Juragan is confused, Adik or Yu who
he wants to marry because for him just the female is
enough. Finally "Juragan" chose Yu. The marriage of
"Mr. Gedongan" was a shocking event, especially
because the other skipper’s wifewas from under,
which might have been pregnant.
The RTBRTB play continues to use parody irony
to vary with the ambivalent behavior of the TTH play
as described above aimed at satirizing the priyayi
community oriented to Western culture, but in their
daily lives they still doing old feudal morals.
However, RTBRTB's play is more typical in its
disclosures, namely by using Javanese idioms taken
from Ludruk's performance.
Next is the Puti Bungsu play created by Wisran
Hadi, the first winner of the writing contest for the
Jakarta Arts Council in 1975 and published in Budaya
Jaya Edition 124 and 125, September - October 1978
(Umar Junus, 1978: 360 - 376). This play (hereinafter

referred to as PT) started from the nature of myth
taken from the socio-cultural structure of two
generations of Minangkabau people which is
contradict. The PT play takes three myths, namely the
myth of Malin Kundang, the Puti Bungsu Myth and
the myth of Malin Deman that does not stand alone,
but becomes a series.
The first essence is the mixing of people from two
descendants generations. A man searches for
"mother" in his wife, while a woman tries to get a
"father" in her husband. This nature is in the
traditional Minangkabau family relationship. A girl
who lives limited in a house with limited relationships
only to the woman feels that she will lose her father.
On the other hand, boys more live outside the home.
Even wander at a young age, so that they never felt a
mother's love fully. Therefore a man looks for a
"mother" for every woman, also for his wife and his
own child.
The next essence is the estrangement of a
relationship between wife and husband due to several
socio-cultural factors. A married couple in the
Minangkabau family system is not a unified entity,
because each one is still bound with their native
family. The husband can be said to be an extreme
"nighttime guest for his wife". Therefore it is not
surprising that a wife is more attached to her brother
than to her husband.
The next essence is the estrangement of the
relationship between mother and son, because the
child is more live outside the home and then go
wander plus the estrangement between boys and
fathers. As a result, there may be a conflict between
the child and his parent. This situation may develop
because of other things, namely "a close relationship
between people one generation", usually between
brothers and sisters. They fight against the treatment
of the older generation.
Next is the nature of children who do not
recognize their mothers and on the contrary mothers
who forget their children. This was revealed in the
form of subsequent contradictions, namely the
incident of Malin Duano impregnating Puti Bungsu,
who ispostscript his own mother. This is something
new too, which is from the present. Their connection
is manifested in a new name, namely Christian and
Tantri. Two names that are commonly found among
young people now. This is related to the myth of
Sangkuriang.
Next is the attachment of Mother II which can also
be said to be the attachment of Malin Kundang’s
mother to the "mamak" world. Mother II is separated
from her husband. The desire to be free from the
tyranny of the husband, caused Mother I to give birth
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Malin Deman and leave her husband. The desire to be
free from that man also causes Puti Bungsu not only
like a man. A sex life that can eliminate loyalty. This
is only possible because of the influence of modern
socio-cultural backgrounds.
The PT play has changed the nature of traditional
Minangkabau myths to the nature of new myths that
represent modern socio-culture. The myth is a part of
the past that is no longer a myth because it has been
replaced by another myth. Life history is a series of
mythical alteration.
The PT play continues the irony of semantic
inversion, namely moving the various myths that
exist in the lives of Minangkabau people, then
moving again into the life of modern society outside
the Minangkabau. If the semantic inversion irony in
MB plays by Sanusi Pane for avoiding the pressure of
the Dutch government's political psychology, then the
PT play develops into a hard satire that satirizes the
modern life of the nation itself, which is to seize the
freedom by breaking old moral boundaries. But the
PT play is more typical how its disclosure, namely by
using Minangkabau idioms taken from the randai
show.
The next play is Kapai-kapai, a masterpiece play
created by Arifin C. Noer which has been translated
into various foreign languages from various
countries. This play (hereinafter referred to as KK)
tells the character "Abu" which began in 1919, 1960,
1974 to 1980 always on the trap of destitution. The
concept of idealism could say that the character
"Abu" will carry out vertical mobilization, meaning
that the character "Abu" is able to establish a
partnership with "Employer", so that he is able to
eradicate himself from poverty and be treated fairly.
Such idealism has been expressed by Sanusi Pane in
the MB play before. However, such idealism is
quipped by KK plays. The cheating of the industrial
world manifested in the form of "employer"
exploitation toward "workers" caused widespread
poverty in the periphery where the industry was
founded. The family home environment of the "Abu"
character is shown to have only filthy chairs, bad and
worn mats, clothes that are more appropriate are
called rags, because somewhere else they have to be
torn so they can still be used. The roofs of the houses
all leaked and when the rain came it caused flooding
to oscillate all the furniture. A sight of how shabby
the life of the family "Abu" that might be hard to
accept common sense.
The pressure of destitution that constantly hits the
"Abu" character from year to year has dampened
"Abu" so that he no longer believes in religion. The
advice of the "Grandfather" character so that "Abu"
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surrenders himself to God, because then he will feel
happy even though he is destitute, no longer be
considered "Abu" carefully. Structured poverty
fosters the habit of "Abu" fantasizing and dreaming.
He believed in the "Fairy Tale" more about the
"Mirror of Deception" that can give life happiness.
According to the figure "Emak", the "Mirror of
Deception" was in the kingdom of Prophet Sulaiman,
an empire that held an abundance of food and
property. Figure "Abu imagined being a" Prince "in
the kingdom. A "prince" who likes parties to drink
wine, eat grilled turkey and swoeke frog.
The interruption scene of "Dongeng Emak" above
is an irony of an absurd form, a sight that is unusual,
strange and unacceptable by ordinary reason, to show
that the character "Abu" fantasized as an escape from
his life which was suppressed by "Employer". KK
play shows a lot of interruptions of "Dongeng Emak"
plucked from the "1001 Night Tales" which tells of a
"Prince" successfully recapturing a Chinese princess
kidnapped by Jin Baghdad. After surviving, the
Chinese princess became the "Prince" wife. They live
happily. A happiness that must also be expressed
through songs which lyrics are picked from rhyme in
the lenong scene. That is, the poverty of a worker
named "Abu" can only be overcome by entertaining
him by using the lenong scene. This made funny
scenes that aim to quip "Employer". The "Dongeng
Emak" interruption is a satire that satirizes an
exploitative industrial system.
The KK plays continue the semantic inversion
irony that has been used by MB and PT. However, the
semantic irony of KK plays contradicts with Sanusi
Pane MB play in front. If the irony of the semantic
inversion of PT concern shows the characteristic of
the Minangkabau idiom taken from the randai show,
the KK play shows the typical Betawi idioms taken
from the lenong show. KK play also continued the use
of paradoxical irony like the MJ play in front. If the
paradox in MJ is a representation of counterfeit
fighters, then the paradox in the KK play is a
representation of the fate of workers that is contrary
to the idealism contained in the play of MB by Sanusi
Pane. The workers under the leadership of
Suredranath Das and assisted by Saraswati Wadia in
the MB play were able to touch the Minister of
Industry to take the decision that the "Employers"
fulfill the demands of "Labor", so that the workers
feel fair and prosperous. But the fate of workers such
as "Abu" in the KK play is not the case, they are
powerless in the clamp of the "Employer" power and
do not have an adequate form of rejection. KK's work
also uses absurd irony, namely the pleasure of the
character "Abu" entertaining himself into fairy tales,
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wishful thinking, and fantasies about the life of
"Prince" in a wealthy palace accompanied by a
beautiful wife. KK cards are a representation of an
industrial system that is exploitative and will not be
able to solve the problem of poverty. The background
guidelines for 1919, 1960, 1974 and 1980 are
representations of how the exploitative industrial
system is the "history" of workers' clasps in structured
poverty spaces. If in the MB play, the fate of workers
is still in the hands of the Dutch colonial government,
then the fate of the "Abu" Labor who lived in 1960,
1974 and 1980 was the fate of workers under their
own independent national government, but still felt
unfair and not prosperous.
Next is the "Aduh" play, by Putu Wijaya, the first
winner of writing play contest of the Jakarta Arts
Council in 1974 (Imran T. Abdullah, 1978). This play
(hereinafter referred to as A) uses unique plot
elements. The plot of A play uses a way of stretching
as long as possible uncertainties in solving the
problem. The first round shows the suspicion that
success to manages a group, so the suggestion that the
character "Si Sakit" is quickly helped is ignored.
Finally, "Si Sakit" died helplessly. The second half
shows the prominence of the attempt to bury the body
"Si Sakit", but this effort is urged by other things that
control the group, namely the problem of smell,
ghosts, possessions, robbed corpses, places to bury
bodies, sex of corpses, untill dogs break the group.
The third round concerns the smell that still wafted
and still attached to their limbs. A plot formation
system captivates the reader or the audience in an
uncertain way. The rest of the play is interesting
because it ends without completion. Repetition at the
end, namely the reappearance of the character "Si
Sakit" by asking the same questions from group
leaders showing the symbol of the life cycle, the
history that repetative again.
A play uses absurd irony, that is, shows unusual
views, strange and unacceptable common sense to
develop problems, unite things that are illogical to be
logical, shape them into cycle problems, so that the
series of grooves form a circular pattern. The series
of grooves patterned in this circle are principally
symbols that want to say that the real problem has not
yet been resolved.
The character shown in the A play is not like in a
conventional play. The activities of characters in the
A play are symbols that seem playful. That is,
activities that look like playing games are actually
symbols. Therefore it appears that the development of
the story does not originate from the development of
the figure’s characters. The story is developed
through a framework of situations created by figures

such as: "Pioneer", "Leader", "The angry one,"
Deputy”, “Owner of Balm ", which can be played by
anyone in the" One of The " that there is inside group.
A play uses the irony of the inversion semantic form
so that these characters can change places, depending
on the situations to be created. They are symbolic
figures to makes funny situations. The”Owner Balm”
as well as to create a funny atmosphere and scene.
"One of the" figures urinated by the corpse. This
scene also shows the use of paradoxical irony, that the
dead man need to be helped, but instead got robbed,
and the robber is the Leader himself. The paradox is
when a leader who will help "the sick" (and "the
dead") steal the ring, rob property ("the sick") and the
"dead".
A play shows things that are exaggerated, causing
reflection, even though smiling because of the absurd
irony. The sick person is a symbol of irregularity. The
very serious Sick is a symbol of irregularities that
must be resolved quickly because the consequences if
not will be fatal. But in dealing with the problem
("The Pain"), this group of people did not try to solve
it with a firm and positive action.
A play is more concerned with events that actually
occur in society, even though it has been exaggerated,
and the thoughts expressed have already "made", so
there is no need to develop character. The characters
who are made and the characters can be anyone in the
community. Therefore, there is no need for an
element of physical description, there is no need for
the characteristics of the body. Such statements make
use of the irony of parody, namely the character of
respectable and dignified figures in the community,
but because their measures and actions deviate from
the rules, norms, morals and ethics of decency, so the
figures are then mocked, made playful and laughed
at. Such a statement can also be called a
dehumanization statement, meaning that individual
humanitarian actions are destroyed, figures only
remain as symbols of the mind, symbols of action.
Modern life with everything that is mass has resulted
in people losing their personality as individuals.
A play uses tragic irony to reverse the mud that
settles in life. The tragic irony is a representation of
the current attitude of society. The problem which is
developed in the A play is a representation of today's
society who have lost the joints of humanity.
Individuals are ensnared into mass groups. They have
turned into a part of a routine life machine without
creativity. A number of sentences that sound quite
sympathetic to "Si Sakit", but actually are just a small
talk. Automatic sentences, such as electronic devices
that emit sound, without the character itself realizing
the son. The character only asks, gives only guidance
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or advice, but no one from the mass figure becomes
an individual who has an authentic person and still
has a sense of humanity.
Individual attitudes tend to justify all the problems
which encountered based on previous experience,
without researching first, is one of the attitudes of
people who are changing in modern life, but losing
their sense of humanity. This is the one who quipped
with A play by using a satire in the form of a symbol
"Si Sakit" character who died because he did not get
help from the group, even the figures actually wanted
to avoid mistakes and responsibilities. The
community who have lost their humanity are always
clever in arguing, looking for scapegoats to free
themselves from responsibility. An expression uses a
very clear symbol of the destruction of individual
signs of humanity.
Leader use groups (mass) who accuse "Pioneers"
has robbing bodies when they fall asleep. Even
though the truth of dead body robbers is the"Leader".
The "Leader" figure here is a symbol of white colour
criminal, a white-collar criminal group. The attitude
of the "Leader" who pretended to mediate a fight but
secretly cornered the "Pioneer", so that he could not
defend himself, while simultaneously stimulating
others ("Deputy") to join together in destroying the
"Pioneer" good faith. This scene not only describes
how the "Leader" utilizes the moment, but also offers
the reader an alternative about how easily people
confuse the truth. Whether the truth is based on the
logic of reason and facts, or on the power of a group,
on a majority of votes, a group. This symbol begins
with the arrival of the sick, but because everyone is
not interested in taking the steps of salvation, causing
"The Pain" could not helped and died. The body
forms a symbol of danger that seems more serious,
but this group remains in its original attitude, without
any development in responding to the increasingly
serious situation.
The A play uses absurd irony as a representation
of how many problems are wrong in the community,
but no firm decision is taken to resolve the issue. If in
the KK play by Arifin C. Noer the problem that can
never be solved is the cooperation of workers and
employers in the industrial system, then in the A play
is cooperation between fellow members of the
community in upholding the truth. A play also uses
paradoxical irony. If in the MJ play by Motingo
Boesje the use of irony paradox is a representation of
false fighters then in the A play paradox irony is a
representation of leaders who should bring people to
live fairly and prosperous, but instead they make life
contradictory and the people miserable. A play
overturns the use of irony which so far has developed
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in such a way that it is pulled back to tragic irony. If
the tragic irony in the plays of K and SM is a
representation of people who feel frightened and
depressed because of the power of the Dutch colonial
government, then the tragic irony in the A play is a
representation of people who feel scared and
depressed because of the new colonialist power that
entangles individual life into modern machinery and
changes the individual becomes a mass group. New
colonialism caused dehumanization. Individual
figures are destroyed, so that people lose an authentic
personality. Individuals lose the joints of humanity.
The community is shackled by the power of one
group or the most votes.

3

CONCLUSION

The play before independence, namely K and SM
created by Sanusi Pane show the alteration from the
beginning using tragic irony to the semantic inversion
irony. The alteration is a representation the change of
Sanusi Pane’s thought from the beginning in the form
of expression which experienced political
psychological pressure from the government of
Dutch colonialism power, then changed using the
irony of semantic inversion, a transfer of setting and
India characterization, aimed to avoid the political
psychological pressure of the Dutch colonial
government. The use of semantic inversion and satire
irony is a representation of the combination of
Eastern and Western cultures. MB play sets the
tradition foundation of using satirical irony.
The play after independence, AM, MJ, and TTH
continued the tradition of satirical irony in various
forms, namely parody, paradox and ambivalent
behavior. The use of parody irony is a representation
of cultural alteration and is that
of respected
community figures, but deviates from norms, morals,
and ethics of decency, so it does not deserve to be a
rasper or role model. The alteration was also marked
by the use of paradoxical irony as an allusion to fake
fighters. Changes are also marked by the use of irony
which shows ambivalent behavior as a representation
of priyayi who want to seize new moral freedom, but
they still remain shackled by old morality.
The Indonesian character in 1970s developed an
element of parody irony that satirized the educated
middle class oriented to Western culture, but in their
daily lives they still continued to practice old feudal
and moral life. The irony of parody develops again
into the paradoxical irony that contrasts the integrity
of traditional myths which are destroyed by the new
myth of modern society. Furthermore, paradoxical
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irony develops again into an absurd irony as a
representation of a modern industrial system that is
exploitative and unable to make society fair and
prosperous. Finally, the irony that has developed in
such a way is drawn back to tragic irony as a
representation of the cycle of cultural change. History
that repeated again. Indonesian society still opposes
traditional and modern culture. This is an irregularity
that has not yet been resolved.
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Abstract:

This research aims to introduce multimodality as an analytic tool to analyze visual texts which are rich in
semiotic modes, especially those that juxtapose more than one pictorial forms elaborated with verbal text,
such as in a graphic novel. Graphic novel is chosen as the object of the study because it elaborates drawings,
photographs, other forms of pictures, and verbal texts. This research chose several graphic novels to highlight
that such form of literature is not ‘cheap’ or childish, yet it could promote visual literacy which might have
not been considered as ‘academic’ all along. Literary studies were conducted in compiling some samples and
collecting qualitative data. Samples were purposively selected and narrowed down to five samples to help
finding out the significance of learning multimodality. The semiotic modes discussed include the visual,
verbal, written text, gesture, and even color. While the meta-functions posited to help analyzing a whole text
cover three domains, namely ideational, interpersonal, and textual. The findings will bring the audience to
recognize that using multimodal approach is suitable to understand a visual text thoroughly and hopefully it
will also escalate the use of various visuals as a way of effective communication in enhancing the visual
literacy.

1

INTRODUCTION

Multimodality has been an intriguing topic nowadays
because it has been receiving more attention. People
communicate one to another with several different
modes at the same time. In this context,
communication is considered as an action of
exchanging information from the sender to the
receiver and at the same time also constructing
meaning.
Communication is a way to exchange information
(Danesi, 2004). In everyday life, communication can
expand further when making and delivering the
message, that the message must be spread and finally
it will reach the receiver. Danesi stated, human’s
communication is unique in the way they use more
than one mode (modality) and medium, being
multimodal and multimedia. All human’s senses have
the ability to be the modes of communication. Our
five senses are the modality to experience our
surroundings, to encode, to store, and to construct
meaning from each information received.
In communication, the construction of codes and
signs is critical. The choice and the implementation
of signs will influence how a communication is
conducted and they will create effects that might

appear during the process. That will also include
whether the message is being effectively and
accurately delivered. Kress and van (Leeuwen,2006)
use the term multimodality to explain how the value
of truthfulness and the credibility of a statement are
constructed through a message. Commonly, this will
be deducted from the representation of a particular
social group as communication agents. Therefore, it
is obvious that the role of a message in a
communication process to construct meanings of
reality is essential. So does what happens with visual
communication. The presented visual medium is able
to form an understanding of the world represented in
it.
Visual medium used in communication may vary
from written text, hand drawing picture to
photograph, and even sculptures. One interesting
phenomenon to be observed in visual communication
is the use of various media at once, which could be
referred to as visual multimodality. An example of
media juxtaposing some different visuals is graphic
novel. It is easy to find and it has been passed down
from generations to generations, known as comic.
The ubiquity of visuals encounter in comic or graphic
novel could be considered massive. Graphic novels
are rich in semiotic modes and all is visualized.
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Comprehending the whole text (verbal and pictorial)
as an intact message may not be as easy as it seems
because of its complexity. Due to the name ‘comic’ it
bears, its popularity seems to remain as ‘childish’.
Hence, the term graphic novel would be more
attractive and suitable for a larger scope of audience.
No wonder more publishers and bookstores distribute
more graphic novels for they have been gaining fame
even when they contain science and history. To
generally sum up, there is no huge difference between
comic and graphic novel. Advertisements both on
television and printed actually carry the same
complexity as in graphic novels, but it is only for a
very short time viewing.
Therefore, this paper aims to introduce
multimodality as an analytic tool to analyze visual
texts which are rich in semiotic modes, especially
those that juxtapose more than one pictorial forms
elaborated with verbal text, such as in a graphic novel.
The diverse visuals presented a graphic novel make it
interesting to analyze.
The research is conducted by doing literary
research and desk studies by compiling some samples
and collecting qualitative data. Samples are
purposively selected and narrowed down to five
samples, solely to introduce the application in using
multimodal approach to promote visual literacy and
its importance in making meaning in graphic novels.

2

ADOPTING MULTIMODAL AS
AN APPROACH

Multimodality is comprehended as a part from
communication study and social semiotics. The term
multimodality refers to a communication practice
which involves several different modes at the same
time (Kress & van Leeuwen, 1996). When
communicating, people tend to use more than one
mode, for as we speak to someone, not only the
speech is uttered, but it is also followed by certain
gesture, gaze, and even written text. How people
engage themselves in a communication indicates a
practice of multimodality.
Each mode in multimodal has its own power and
capacity in constructing meaning. As an example, a
communication occurs during a seminar may include
speaking and listening (auditory), eye contact and
body language (gesture), printed papers, slide show
with graphics and pictures, and written text in slide
show (visual). To sum up, such communication is
multimodal (Danesi, 2004). Those modes may show
a great disparity, however none could be regarded as

stronger than or more dominant than the others. Each
mode has its own characteristic to create meaning
partially, yet together they will build a distinct
meaning and somehow people will understand those
chains of modes as ‘a good presentation in a seminar’.
Jewit confirmed that all modes have an important
part in contributing the construction of meaning in
different ways (Jewitt, 2008). As stated by Kress, a
mode is a socially shaped and culturally given
semiotic resource in constructing meaning (Kress,
2010). Therefore, it is considered substantial to
appreciate and understand each resource used in that
process (Jewitt & Kress, 2003).
Aforementioned, a multimodal analysis is derived
from a social semiotics and communication theories,
and it considers that every resource is important in
meaning potential within a distinct and specific
context. To apply multimodality as an approach, a
shift of theorising shall be implied.

2.1

Metafunction

Grammar, which initially was only for anything
related to language and linguistics, it has been
enabled to analyze all visual matters in this visual era.
Visual grammar treats all visual images as if they are
languages. Among all of those different semiotic
modes applied at the same time in a text (graphic
novel as a whole), the text has a broader context. It is
not only in the form of written or verbal form, but
signifies far more than that. The text is all practices
that signifies, being meaningful in the form of images
and even sounds (Barker, 2000).
In relation to social semiotics, the social function
of a text and its operation of the semiotic resources to
make meaning are regarded as carrying three
metafunctions namely ideational / logical,
interpersonal, and textual (Kress & van Leeuwen,
2006). The exploration of those three metafunction
described by Kress and van Leeuwen is derived from
Halliday’s theory of seeing grammar not as a fixed
rule, but more as a resource to deliver meaningful
message (Halliday, 2004). The first is ideational /
logical which is exposing pictures or images as a
representation of empirical aspects experienced by
human being. The second is interpersonal which
observes the interrelation of someone with the others
and amongst all of present semiotic modes. The
amalgamation of each sign or mode to build an intact
meaning is the third metafunction, the textual, which
breathes coherence and relevance with the other two.
Altogether, this process will lead to a finding that
each mode is subjectively motivated and shaped by
certain culturally given resources. In the context of
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visual multimodal, the power of visual resources is
very important in a communication process. Kress
and van Leeuwen revealed that there are two
important things to be considered in a communication
practice, interaction and representation (Kress and
van Leeuwen, 1996). By interaction, it means that the
communication will always need participants who
shall understand each other, showing that
communication is effective. While choosing the
proper and adequate expression in communication
implies the representation.

2.2

Graphic Novel as a Visual
Communication Media

Graphic novel, a ‘new term’ for comic as a medium
for storytelling, can be regarded as a communication
medium. The message in the form of story is based on
an idea or concept to be delivered to the readers.
Comic is a channel to deliver story in a (pictorial)
visual form.
Seen from the point of view of visual
communication design, graphic novel is applying
some graphic design elements such as images
(drawing) and typography, into a particular
composition, to send message to the readers.
The cycle of communication process used as the
communication model in graphic novel is expected to
help understanding its visual communication process
that will enhance the appreciation towards comic or
graphic novel as a media that is able to communicate
various ideas.
In this context, the source as the message’s sender
is the comic artist, merely from one component- they
are the drawing artist and the author, and can be from
many other components. The initial idea and the
objective of the story are originated from the source,
with the story maker (author) as the main component,
to define plot, scenes, actions, as well as to provide
narration and dialogue. The other components are the
comic artists (draftsmen), from the pencillers, inkers,
colorists, letterer, or depending on the work flow, that
will interpret a story into images. Started with
pencillers who will define the layout and
composition, then followed by the inkers to
emphasize the style, and followed by written text
attachment as paralanguage inspired by the author
and at last being colored (if needed) for color will
bring out different meaning in the extension of the
message (Duncan & Smith, 2009). The receivers are
the comic readers, who will send their feedback
through open forums such as discussion group,
articles in newspapers, and even in a more private
way which is by personal letter or emails. Those
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feedbacks could easily be found indirectly in social
media or in a discussion session related to comic
publication. On web-based comics (webtoon), the
feedback is directly expressed in the comments
provided by platform of the online comic providers.
The message implied in a comic is presented in
the form of storytelling, with the comic itself as the
channel. There are two types of messages in the
communication of comic, the encoded message (sent
by the source) and the decoded message (received by
the readers (audience). Comic has many codes and
they operate as particular system of general meaning
for the groups of certain culture or culture-derivative
in the form of signs’ organization, consists of signs
and their convention in how codes are combined to
form a far more complex message (Fiske, 2011).
The format of the message in a graphic novel is
the harmonization of comic-style drawing and
photograph or other visual text. A precise example for
that is a graphic novel entitiled ‘The Photographer:
Into War-Torn Afghanistan with Doctors without
Borders’, published in 2011, was made by Didier
Lefѐvre and Emmanuele Guibert. It presents the
readers with the comic-style drawing and black and
white photograph. The juxtaposition of different
images forms a message that could complete one
another. The comic drawings are arranged in series of
panels and the photographs are in frames-like-panels.
Verbal texts and word balloons accompany the
comic, while captions and narrations set to the
photographs, sometimes slightly apart just to make
the photographs remain intact as they are supposed to.
As a centre of phenomenon, comic is able to
collide and to blur the boundaries between verbal text
and pictorial texts (Eisner, 2004). Reading a comic is
a perceptual experience that does not only involve the
decoding of pictorial symbols, but also the linguistics
as well as the inter-animation between images and
words (Duncan & Smith, 2009).

3

ADVANCING VISUAL
LITERACY USING
MULTIMODAL XPLORATION

Defining visual literacy is quite strenuous since it has
not got a specific and fixed term. Ausburn and
Ausburn define visual literacy as a group of skills that
make each person understands and intentionally use
visuals to communicate with the others (Ausburn and
Ausburn, 1978). Considered as the pioneer who
coined the term ‘visual literacy’, Debes, defined
visual language as the intentional use of culturally
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given sign to establish patterns in acquiring
communication (Debes, 1969).
Visual literacy in general is something that
already dwells within our daily life. The term visual
literacy will always remind us that we are all visual
creatures. Visual literacy is basically all about
understanding what you see.
Below is the sample of a graphic novel entitled
‘Maus’ that received a Pulitzer Prize in 1992. That
time was the benchmark of embracing comic book,
also known as graphic novel, as a part of literary
world.
Figure 2: Fumetti entitled ‘Doomlord” (1980s), http://
www.cisforcomics.gr/doomlord/ (accessed on 5th May
2019).

Figure 1: “Maus” by Art Spiegelman http://www.
goodreads.com/book/show/15195.The_Complete_Maus
(accessed on 20th May 2019).

‘Maus’ is special in a way it gives a touch of a
different visual, comic hand-drawings and a portrait.
The presence of the portrait seems to emphasize the
importance of the memory of a mother and a best
friend of the graphic novel artist. He seems to want
telling his readers how those two important persons
mean a lot to him. The juxtaposition of black and
white hand-drawing and the black and white portrait
seem to indicate the sorrow happening in the story.
The irony and metaphor are presented in the
characters, the mice. The story narrated through word
balloons and narration show the representation of the
political and social situation happening at that
moment.

The above fumetti or photonovel was actually
considered to be one of the first photonovels back
then. The collaboration of photographs with the
iconic word balloons as in comic would not be
directly understood as a pure comic form even though
all elements of comic present in that photonovel. The
images look so realistic, however to make them less
realistic, the panels are all in black and white, leaving
the cover alone stays in full color. The convention
format of a comic somehow will lead the readers to
comprehend it as a comic book, in a new way.

Figure 3: Interdependence of verbal text and picture,
supporting a scene. Losing one of it, the meaning of the
story might not be understood. Source: “Ayam Majapahit”
(Ismail:1997).

The collaboration of pictorial and linguistics in a
graphic novel is the combination of images and
written text that enable a graphic novel to be an
effective communication media. The combination is
unnecessarily in balanced, however, the interaction
and the proper stress amongst the elements would
build a good communication (Duncan & Smith,
2009). Words are spread all over the big upper panel
in picture 5, with one image of a seemingly traditional
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house. The simplicity shown in that panel actually
does not offer the same simplicity, as the readers need
to discern the sequence of the word balloons. Failing
to follow the sequence will make that panel losing its
meaning.

Figure 6: Onomatopoeia representing some sound effects in
a graphic novel. Source: Ophir (Studio Bajing Loncat,
1999) and Kecoa (Yudi, 1998).

Onomatopeia is often regarded as the sound effect
of a comic, in this context it could also be referred as
sound lettering. This iconic presentation is almost as
famous as the word balloons, that once people see it,
will identify the media as a comic or graphic novel.
This onomatopoeia has a strength in narrating the
sequential story or to indicate an event not presented
in the panels (Duncan & Smith, 2009).
Understanding the types of word balloons in
comic is regarded as important, for the shapes and the
thickness of the lines are quite distinctive. Various
types of word balloons defines thoughts, direct
utterance, and even calm talking (Saraceni, 2013).
Figure 4: Situation in Afghanistan in “The Photographer”.
Source: The Photographer (Guibert, et.al., 2009).

ucapan
bias a

Bisik-bisik

ucapan
r esmi

mo n o l o g
bat in / pik ir an

Figure 7: Variations of word balloons. (Bajraghosa, 2012).

Figure 5: One of the main characters in “The Photographer”
(left:comic version and right: photograph version). Source:
The Photographer (Guibert, et.al., 2009).

The above images, picture 6 and picture 7 show
how the graphic novel drawings are elaborated with
photographs. Picture 7 almost seems redundant by
showing the same image of a man. Yet, those two
visuals with their own characteristic and mode, show
their own strength in making meaning. They
complement each other in visuality. The left panel
with typical comic drawing emphasizes its presence
as a comic, while the right panel with typical black
and white photograph (even without a single word
balloon) define its ubiquity as a photograph carrying
a message that what is drawn on the left panel is
inspired by the real life, a real man. Without
appreciating all visuals, lacking information about the
reality of the story might happen to the readers.
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4

CONCLUSIONS

In visual communication, multimodality can become
an alternative in the format of a message. However, it
is mandatory to have a good comprehension on verbal
text, images, and other things that cannot be replaced
by thousands of words. It is resulted from the
complexity of the images themselves. The graphic
novel seems unique in its own way, the information
is solid and compact yet there is a hint of ‘freshness’
in it. For those who are not familiar with comic
reading, to understand the combination of text and
visual, could be assisted by the presence of the
photographs. The nature of a photo as the recorder of
reality can be implied as the element of continuity,
which will result in the understanding of the whole
comic story with the messages meant to be delivered.
Another advantage of visual multimodality in
communication is how the message enters the mind
and the perception of the readers. The impression of
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the related images from an event can be more striking
when visual as in picture is present. Hence, readers
unnecessarily imagine for themselves how an event
happens. The stimuli of the images or the visual
sensory dashes because written texts and photographs
or other visuals are attached. Even so, further research
on it will still have to be done.
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Abstract:

Bali Arts Festival (BAF) is an important outlet for presentation of Balinese artswith important functions and
meanings regarding the exploration, preservation and development of Balinese art and culture. This annual
festival has served as a venue for artistic performances that are creative, competitive, appreciative and
educative. As contemporary danceis created based on a multitude of different culture ideas, this event has the
potential to create momentum for contemporary dance’s in Balinese performing arts. However, strong
ideology within Balinese society makes contemporary dance performance a serious challenge,because
inperforming arts spheresit is considered a break from traditional values. This assumption is held dear for
Balinese people, because BAF is a medium of activity and artistic creativity that upholds local cultural
values.This study aims to find out and understand the ideological struggle behind the marginalization of
contemporary dance in BAF by using qualitative methods in the data collection system conducted through:
interviews, observations, and documents analyzed accurately with critical cultural study theories. The results
of this study, implicitly and explicitly show that there is a sharp gap in the quantity of contemporary dance
performances each year when compared to traditional dance. The gap is a resultof the popularity of traditional
dance artsas being closely related to the domain of spirit and socio-cultural ideology; thus, the marginalization
of contemporary dance in BAF. Until now, it has always been a struggle in various discourses both in
theinformal and more serious levels, namely formal or scientific.

1

INTRODUCTION

In the contemporary era which is characterized by the
influence of globalization, there has been a rapid
development of technology, telecommunications, and
information so that it is very difficult to stem the rapid
cultural changes. Globalization that unites Bali with
the countries of global capitalism-Bali as part of the
global village has resulted in “market religion” which
is quickly entering Balinese socio-cultural system
(Atmaja, 2010:74). Contemporary dance is created
through creativity, intention and sense which is part
of the culture, and born in the present era should be
accepted and favored by the community, because it
has been accordance with the artistic preferences of
society nowadays. Theoretically, views concerning
the existence of contemporary dance are very logical,
because cultural elements, including the arts that are
seen havingimportant function for people's lives will
still survive in the contemporary society. In other
words, if the society and its culture experience a
change, then the artistic and philosophical values of

dance art will possibly change according to its time.
Therefore, the dance art still survives, even developed
in accordance with the socio-cultural conditions of
the community. It provides an open space for
performing artists, especially artists who are
struggling in the contemporary field for activities and
creativities which are at the same time used as
momentum for change, reform and development of
contemporary dance which is a current dance.
In this regard, the Province Government of Bali
has conducted various events. One of the most
prestigious ones is Bali Arts Festival (BAF). BAF
which is covered by Regional Regulation of Bali
Province Number 7 of 1986, then revised by Regional
Regulation No. 4 of 2006, is a grand Balinese cultural
program that is carried out periodically every year as
a medium for creative, innovative, competitive,
appreciative, and educative art performances. The
regulation was issued based on two strong grounds,
namely (1) Balinese art as an integral part of national
culture and (2) Balinese cultural elements that has a
fundamental function in Balinese civilization process
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whose function and existence need to be maintained.
BAF is a cultural activity that has a cultural,
educational and economic function (Government of
Bali Province, 2013:1)
Through BAF event, the development of
contemporary dance works in Bali that always has a
new, creative and innovative nuance can generate the
dynamics of Balinese performing arts showing
different color year by year.However, in reality
contemporary dance has always been marginalized in
BAF events. This fact clearly shows that it is not in
line with the vision and mission of the BAF itself,
namely as an assessment, maintenance, preservation
and development. Concerning its dynamics, it is
expected that its developmentis proportioned based
on the potential, relevance and development of art in
the global era which consists of sixty percent (60%)
in the field of conservation and forty percent (40%)
in the field of development (Culture Board of Bali
Province 2015: 13). Having a close look at
proportion, relevance potential as well as the vision
and mission of BAF, the logical consequences of
contemporary dance as an explorative work can live
and develop as much as forty percent (40%) of the
development program. Conversely, the fact is that
contemporary dance in BAF is increasingly out of
breath even it is almost extinct in BAF programs. It
can be assumed that the popularity of a dance art is
closely related to the domain of spirit and sociocultural ideology that lies behind the marginalization
of contemporary dance in BAF. The ideological
meaning in BAF is to be able to provide a better way
of life for the community based on the ideas,
suggestions, norms or values agreed upon in the
socio-cultural life of Balinese people. In this case,
ideology carries out its mission as the binding factor
in Balinese society. It gives guidance to those who
believeconcerning the goals, ideals, practical plans
that showthe changes and progress of the expected
social condition. Based on facts and thoughts
including the ideological influence on the
marginalization of contemporary dance in BAF every
year is interesting to be further investigated through
this study,.

2

DEFINITION, FUNCTION AND
MEANING OF IDEOLOGY

Before presenting the discussion to the ideological
struggle behind the marginalization of contemporary
dance in BAF, the meaning and function of ideology
in the perspective of cultural studies. Literally,

ideology is ideas or suggestions that regularly handle
various political, economic and socio-cultural
problems. It can also be as a principle, view of life,
direction in human life both individually and in
groups. In accordance with this understanding,
Takwin said as follows.
"... the ideology that spreads throughout the
practice of life, in small and large acts, in the ordinary
and natural mind, in the conversation about the
weather of today, and all the smallest sidelines of
human life. Ideology for Althusser is not "false
consciousness" as Marx affirms, but something
profoundly unconscious, as things that are not deeply
realized. Ideology is everything that has been
embedded in the individual, throughout his life;
history turn into nature, a product of history that
seems to manifest something natural. From the cradle
to the grave, a man lives with ideology "(Takwin in
Althuser 2008: xvi).
Reality, based on its function and meaning,
ideology becomes a social phenomenon that is faced
with trust and distrust (rejection). As a discourse,
ideology continues to be discussed because of its
existence which generates controversy and is
continuously debated by two different forces, namely
those who support and who reject it as a form of
reconstruction of an order (Warjio,2016:264). In the
history of politic, the wordof ideology does have
negative connotations in everyday life. It is associated
with deception, mystification, duping, as a period
filled with violence, intrigue, and political conflict.
For example, the G30S(Gerakan 30 September)
Partai Komunis Indonesia (PKI)in1965tragedy, the
reform movement, and various other social conflicts
as factual evidence that has claimed human victims.
In such situations and ideology, it is in a position as a
struggle for meaning that is debated between
trustworthy and untrustworthy. Further the meaning
of ideology by Seliger (Thomson, 2014: 117 in
Warjio, 2016: 264) says as follows.
"An ideology is a collection of beliefs and
disbelief (rejection) expressed in sentences and
explanatory statements. It provides a relative
permanent basis for a community group to justify
trust in moral norms and evidence of factual facts and
self-awareness-based rationalization related to the
legitimacy of implementation and the technical
prescriptions that are intended to guarantee the
actions displayed for the protection, reform,
destruction or reconstruction of the existing order"
The opinions of the experts above and in the
context of the implementation of BAF which is a
great occasionof Balinese art and culture shows that,
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in its implementation there are elements of ideology
in a liquid manner for each program. The indicator is
that BAF is a set of ideas that are drafted
conceptually, systematically, as well as in a
coordinative manner as a guide in every
implementation, the targeted order, and held firmly
and believed by Balinese both formal and non-formal.
Through BAF’s vision and mission, namely:
exploration, preservation and development of
Balinese art and culture. The annual implementation
of BAF highly upholds these elements so that they
have an impact on the social gap in the performance
program. Gaps occur in staging programs that are
always dominated by traditional dances, and
contemporary dance is always marginalized. In such
a position, ideological functions and meanings
become never-ending debates and struggles. It is said
that because on one side, ideology can be meaningful
as an adhesive for social relations together by
establishing collective values and norms that are
agreed upon. But on the other hand these values and
norms cannot fully build a society's stability because
they are strongly influenced by people's actions and
behaviors (Warjio, 2016: 265). In this case it can be
understood that a community’s social life with its
pluralistic backgrounds of thought, profession,
experience, behavior, mentality and belief cannot be
inevitable in arising elements of militant hegemony
and fanaticism for certain ideological supporters.
From the bigotry, it is implicitly seen the occurrence
of marginalization against contemporary groups of
people.

2.1

Ideology in Critical and Polemic
Genealogy as a Background of the
Marginalization of Contemporary
Dance in BAF

In social life, criticizing is a representation of the
ideological debate of each principle, outlook and
belief both individually and in groups. In everyday
language according to Sylvan Barnet's observation
(Marianto, 2006:170) critics is generally defined as
an activity of "finding fault and /or being able to find
weaknesses". In such conditions, the situation of one's
thoughts in the activity will be found, that is, feeling
of depressed, disappointed, and frustrated for those
who are criticized, and feeling of proud, and even
extraordinary for those who criticize. The occurrence
of such situations and conditions gap creates a
conflict. In this case, critics is positioned as a
reproach, condemnation, scorn, and a review that
enables debates to happen on certain objects, both
into positive and negative directions.
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The function and meaning of ideology in the
phenomenon of critics and polemic generally cannot
be separated from the elements of trust and distrust
(rejection) against the ideological meaning as
mentioned by the experts above. Therefore, based on
its nature, critics and polemic ideology can be
classified into two, namely constructive and
deconstructive critics and polemics. Constructive
critics and polemic is an activity in the form of
suggestions or messages and impressions of certain
objects which are expressed in writing or verbal
discourses which are constructive, motivating, based
on the values relating to the construction of the object.
This kind of critics refers to a cultural value approach
in which the process of giving and receiving (sharing)
is carried out, mutual understanding with the
awareness that everyone has advantages and
disadvantages so as to arouse a person's spirit into a
positive direction. Deconstructive polemic and critics
are expressions in both written and verbal language
of a person against a particular object in a
controversial form, usually by means of reproach,
derision, and sometimes in a rough manner. Such
critics use a radical approach to subjectivity, leaving
the professionalism and proportionality of an object
so that it disrupts consensus and often causes negative
things or conflicts. Looking at the form and nature of
critics in the form of critics writing, by borrowing the
opinion of W.H. Audens quoted by Sylvan Barnet in
(Marianto, 2006: 171) it is described that a critic
would be useful if the critics directs attention to things
that are worthy of observation. A critics should create
an atmosphere of focused consensus, and not be
patronizing. With regard to this,treats critics
succinctly, namely "humans must be taught as if you
were not teaching them. Unknown things are
proposed as forgotten things”.
In the field of art, the issue of critics as an
ideological debate is a normal thing, even common in
artistic activities and creativity as in contemporary
dance. The journey and development of
contemporary dance in Bali is packed with polemics
and critics that are deconstructive when confronted
with traditional art. Both of these streams with their
respective characteristics and ideology have caused a
shocking event in Bali in the form of critics and
polemics which have become debates, contradictions,
arguments and then exposed in the mass media. The
following is the data in analyzing ideology in critics
and polemic genealogy amid the dominance of
traditional dance in Bali as well as the
marginalization of contemporary dance in BAF that
is using two data, namely: First, contemporary dance
polemics and critics by Sardono W. Kusumo entitled
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"Kecak Rena in Teges village, Ubud, Gianyar in
1972. Secondly, the work of I WayanDibia entitled
"SetanBercanda" in 1978.
In 1972, Sardono, who is called “Mas Don”,
created a contemporary dance along with a kecak
dance group in Teges Village, Ubud, Gianyar. This
work was programmed to perform on a tour around
Java. The plan was well organized by Mas Don with
his friends from Jakarta Arts Education Institute (now
the Jakarta Art Institute or IKJ). The different
atmosphere happened when slowly but surely a
negative attitude emerged with the start of the
publication of a shocking polemic in the mass media,
on the first page of the Bali Post newspaper. The
polemic
in
the
article
titled
"EksperimentKecakTelanjang". The article gave the
impression that dozens of people were naked doing
kecak dance, and Sardono had ordered a Hindu cleric
(pemangku) to dance. These two problems provoked
the anger of Balinese people (Sardono, 2004: 2). The
uproarious polemic in the community became a
media of intense discussion, debate and struggle and
deconstructive critics against Mas Don's work.
Sardono's dance work is considered to be destructive
and abusive of the standards of Balinese tradition and
culture. There are still many expressions and
blasphemies that corner Sardono with various
scathing critics from artists, cultural observers,
officials in the bureaucracy, and officials of the Bali
Province Government.
Secondly, the ideology in the genealogy of critics
and polemics of contemporary dance by I
WayanDibia, entitled "SetanBercanda" in 1978. This
contemporary dance is a dance work that artistically
shows a new breathing dance performance. The
presence of this contemporary dance was at the
beginning of the development of contemporary dance
in Bali in 1978. At that time the community did not
recognize contemporary dance. As a new dance work
that has never been seen or watched by the public,
especially in Bali, it gave rise to interpretations,
perceptions, responses, mockeries, even insults in the
form of scathing critics toward the dance. A
contemporary dance performance that was
considered breaking and even leaving the Balinese
tradition with its strong existence and highly held up.
Balinese fanaticism towards tradition, made the dance
blasphemous and even reviled. It was begun with
Balinese community who watched the dance
performance of "SetanBercanda" on Denpasar TVRI
station which was aired in order to fill the Bhineka
Tunggal Ika broadcast program on November 6,
1978. The community was surprised by the dance
performances they saw which was so different from

the habits that they thought it was strange, weird, and
even considered crazy. The contemporary dance
performance "SetanBercanda" on TVRI made an
uproar and shocked the performing arts, causing
various reactions and responses, critics, and polemic
in the mass media. Various kinds of mockery,
reproach, scolding as scathing critics were sent to I
WayanDibia through Bali Post newspaper. Bali Post
media had become a fierce ideological battlefield as a
media of debate and exciting struggle about
contemporary dance "SetanBercanda" for a month
(Kuswanti, 2012: 68). Critics also came from I
NyomanSumitrajaya B.A, having his address at
JalanMotaAin 16 Kupang, East Nusa Tenggara. It
was said that the dance "SetanBercanda" may be
inspired by the film of Leak Ngakak, then his
imagination did not focus to Bali anymore, "The Last
Paradise", but to the Baliem Valley, IbanDayak even
"Apache Indians". (Sumitrajaya, Bali Post November
15, 1978, in Kuswanti, 2012: 69). Facing this critics,
I WayanDibia responded calmly through the
"PikiranPembaca" column. All critics were
considered attention to his work that had been
difficultly worked out, and appealed to "critics" when
assessing a dance work not only through its outer
look, but also through its themes, concept, designs,
and ideas contained in it. (Dibia, Bali Post, 13
November 1978, in Kuswanti, 2012: 69).
The two data above are social phenomena as a
representation of ideological social life. The ideology
embedded in this community group is classified as a
social non-political ideology, namely religious,
philosophical, and artistic ideology. Critics and
polemic of contemporary dance in the midst of both
formal and non-formal societies is the spread of social
ideology whose implications cannot be separated
from the element of hegemony. According to
Gramsci, these ideological apparatus are the most
sophisticated tools of hegemony to preserve power,
preserve the structure of the dominant class, and
perpetuate oppression. The trick is by striving as
much as possible so that the ideology is adhered by
all classes and groups, both ruling and controlled
classes. Gramsci reaffirmed that statement, so that
those who are controlled to obey the authorities, those
who are controlled not only must feel to own and
internalize the values and norms of the authorities,
more than that they must also give consent to their
subordination. This is what Gramsci meant by
"hegemony" or ruling with "moral and intellectual
leadership" (Pramono in Santoso et al, 2007: 89-90).
In this context, it can be analyzed that how the
mass media has been in a hegemony by the fanatical
power of the people towards traditional Balinese
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norms as their ideology. The ideology is transformed
and disseminated by the mass media through
provocative news so that critics and polemics occur
on both contemporary dance works. Departing from
such situations and conditions, the affirmations can
be given that there are differences in ideology that
have become a struggle and a debate in the
phenomenon of critics and polemic in the mass
media. The ideology behind each party in the debate
is as follows: First, on the side of the dominant
community the background is the preservation and
formalistic ideology. The ideology of preservation is
that people who are ideologically holding up and
believing the values of local culture dissolve and melt
with the news or polemics in the mass media that
corners contemporary dance works of Sardono and I
WayanDibia. In the ideological aspect, the dominant
community has a strong desire to keep preserving the
values, traditional norms in dance work. Formalistic
ideology is that people who are still bound by
customary rules and having a different view of the
presence of contemporary dance in Bali so that the
dance gets less appreciation and is even less adorable.
Prolonged polemics have made both formal and nonformal society a priori to the presence of
contemporary dance which was assumed to damage
the performance of performing arts in Bali so that the
two contemporary dance works were marginalized.
From the contemporary artists themselves,
especially Sardono and I WayanDibia, are with their
emancipation and ideology of reform. The
emancipation ideology is meant here as creative and
innovative artists offer freedom from the traditional
values or norms. To seize the same degree, rights and
equality of contemporary dance works with
traditional Balinese dances which at the same time
hope that contemporary dance can develop in
harmony as part of Balinese cultural arts. The
ideology of reform is an ideology that leads to artistic
change in dance art, both in the perspective of form
and content in accordance with the present. But in
reality these critics and polemics are taken as the dark
history on the development of contemporary dance art
up to now.
Based on an understanding of ideology in the
genealogy of critics and contemporary dance
polemics in the mass media, there are three significant
aspects that can be proposed as the conclusions. First,
critics and polemics constitute a common thread for
the existence of contemporary dance in Bali which is
doubtful about the entity and its quality. Today it is
still not accepted by society because it is ideologically
considered being conflicted with traditional values.
Second, critics and polemics in the mass media can
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trigger a legacy of responses, skeptical expressions or
discourses, assumptive even they lead to things that
are negative towards the existence of contemporary
dance. So that ideologically its presence in Balinese
society becomes a stigmatic dance performance.
Third, critics and polemics are a legacy of bitter
experience and make contemporary artists and
dancers traumaticto develop their works. Fourth, on
the other hand it must be realized, that contemporary
dance is a dance style of newcomers entering
Balinese society which is fortified by a very strong
and strong tradition, a strategy in the form of a
cultural approach to be accepted as part of Balinese
performing arts is still badly needed, including in
BAF. If this is not understood and not embodied in
the form of cultural acculturation and fine adaptation,
contemporary dance will surely experience
marginalization in the BAF continuously.

2.2

Ideological Struggle in the
Discourse of the Marginalization of
Contemporary Dance in BAF

Artists and art lovers spontaneously express
themselves in terms of creation, observation and so
on. it is a spontaneous language. Of which Marx and
Lenin argue that every spontaneous language is the
language of "ideology". Spontaneous language is a
means for an ideology, in this case, the ideology of art
and productive activities of various aesthetic effects
(Takwin in Althuser, 2008: 192). In relation to this,
Foucault understands that both in the theory of power
and knowledge with his discourse theory focus on
language as the main medium. Language as a sign and
marker in communicative meaning is theoretically
omnipresent or can occur everywhere. Language in
people's lives as a communicative media
ideologically has a certain form, purpose, function
and meaning. Discussing language as a system of
thought and ideas at the level of discourse, therefore
post-structuralism by Foucault is called the discourse
theory (Jone, PIP, 2009: 202 in Lubis, 2014: 83). "For
Foucault, discourse is the only way for us to
understand reality (the world). Because discourse is a
way for us to know and explain reality, it is an
important factor that shapes us (the power of
discourse). Discourse is a way of thinking, how to
know, and express something. Discourse is
functioned as a communicative medium to find
solutions — or as a tool to solve a problem, then can
produce a legitimate decision by Habermas. It should
use discourse ethics. Discourse ethics is a legitimate
system, not descriptive but rather perspective or
giving clues in understanding the importance of the
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actual discussion. Habermas's thought orientation is
"discussion". Discussion is based on an ideology
which is the strength of a structural tradition that has
become a collective agreement, contains common
truth, and can be implemented together. "Habermas
considers that the social life of a community which is
minimally ideological, requires coordination to solve
problems, or demands that disagreement about what
is good to do (i.emorality) needs to be resolved in fair
manners" (Jenny Edkins-Nick Vaughan Williams ,
2010: 252).
The above theories can provide an overview to
dissect the existing ideology in the discourse of
marginalization of contemporary dance in BAF.
Today the marginalization of contemporary dance in
BAF is still a discourse of debate. The discourse takes
place from amateur discussions to serious, formal and
scientific stages. In an ideological perspective, for
practitioners and art observers, the discourse on the
marginalization of contemporary dance is still a
conversation between pros and cons. Some expect
contemporary dance can be developed in the same
level with traditional dances, some disagree on that
idea with the reason of destroying the order
established traditions. As an unfinished discussion,
every problem has not got any solution yet. To
discuss the ideological constellation in the
marginalization discourse of contemporary dance in
Bali, including BAF, refers to the theory of Michel
Foucault who is a critical figure in the postmodernist
school. His theory of power and knowledge is
remembered by his idea of "discourse" into the social
sciences. "Discourse analysis has become a tool to
collect things that are said and written about a
particular subject in a particular context by a
particular group of people" (Neal in Jenny EdkinsNick Vaughan Williams, 2010: 220). As the data, the
following is described various kinds of discourses,
expressions, statements among artists, cultural
observers and arts observers in Bali about the
existence of contemporary dance performances in the
perspective of social ideology as follows:
First, contemporary dance is said to be like a
"tissue" having been used will be thrown away just
like trash. The purpose of the phrase is that
contemporary dance is the result of artists' creativity
with its style and characteristics having a limited
quantity of space and time for performances, such as:
limited space, opportunities, chances, types, forms,
performances. It was done once, two times and then
disappeared without a trace or a mark. There is rarely
a regular contemporary dance performance in Bali,
both for customs and religion or tourism. Like, for
example, the works of Denpasar - ISI’s students,

which are only staged once for the requirements of
the final examination, then they will be forgotten and
never be performed anymore. Likewise in BAF, it is
only performed once for the sake of BAF, then it
disappears. For me, contemporary temporary dance
works have not been understood yet so that they are
less popular among Balinese people. For them,
especially those with strong traditional concepts, they
consider contemporary dance works less ethical and
aesthetic, and even considered damaging traditional
norms.
Second, contemporary dance is an "esoteric" art
form that owns limited fans, audience and observer.
This means that works of art that can only be
performed in certain events, be watched, understood,
enjoyed, understood, and lived by certain people. To
observe contemporary dance, it takes an experience,
at least watching frequently, attending seminars,
training, workshops, and other similar events of
contemporary dance. It is considered necessary
because contemporary dance is a style and form of
dance art whose pattern of its creation uses a
choreographic approach with an orientation to global
and contemporary concepts. For ordinary people or
groups of artists who embrace a strong tradition will
find it difficult to understand the forms of the show.

Figure 1: Contemporary dances by ISI students of Denpasar
staged during 2014 final examination. (Photos: Yustika
2014).

Third, contemporary dance is a class of "escape"
dance art. Lately this discourse is often discussed
among artists and art observers. The phrase is aimed
at artists and actors in contemporary dance with the
intention that artists or actors who do not have good
skills in the field of mastering traditional dance
techniques run away to study contemporary dance. In
other words, to be a good Balinese dancer must meet
strict requirements, including: good posture, face,
good mastery of wirasa, wiraga, wirama, and wirupa.
To make the show come alive on stage and filled with
taksu, he has four aesthetic powers referred to as 4W, namely wirasa, wirama, wiraga, and wirupa.
Wirasa is the force in cultivating musical and
movements of aestetic sense; wirama is the strength
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in controlling tempo and dynamics; wiraga is the
strength and beauty in body movements for giving
cues from the beginning to the end of the dance;
wirupa concerns posture, figure, facial countenance,
and charisma appropriate for performance. The most
binding requirement in studying Balinese traditional
dance is the rules, norms, standards and traditional
values that exist. Therefore, for people who do not
meet these requirements, take shortcuts to escape or
move to the field of contemporary dance. This field is
considered easier, free, open in creativity or not
shackled by strict and binding traditional rules.
Fourth, contemporary dance is a type of dance that
is not "metaksu"(having charisma, spiritual power or
artistic inspiration). According to Balinese beliefs, a
dance which is not metaksu is considered a dance that
does not have a soul, charisma and religiously magic
energy. Taksu is a spiritual power possessed by a
dancer and a drummer while performing on stage.
Taksu is gained through the process of learning,
perseverance, discipline, hard work, and is supported
by a strong belief in the manifestation of God
Almighty as the God of art, DewaSiwanataraja. The
combination of great technique and confidence is an
important requirement and must be done by artists or
performers of traditional dance in Bali to make the
dance soulful or metaksu. Contemporary dance in the
view of fanatical natural artists is considered not to
possess taksu because it tastes like a kind of cheap,
easy, arrogant, and crazy dance. It is said, because
visually in the show, the dance has a variety of
movements that are not in accordance with the norms
of art in Bali, such as: showing the buttocks to the
audience, opening the thighs, wiggling the hips, and
other movements that are considered taboo for
Balinese people. Forbidden or taboo things according
to the beliefs of the Balinese people, especially for
those who embrace Hinduism, will not be granted
taksu by God.

Figure 2: Anak Agung Gede Rahma`s contemporary dances
was perfomed in the framework of the 2014 Bali Arts
Festival. (Photos: Gung Rahma : 2014).
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In relation to the description above, it is
interesting to report a seminar organized by the
GeriaOlahKreativitasSeni (Geoks) located in Banjar
Sengguan, Singapadu Village, Sukawati District,
Gianyar Regency. The main topic in the seminar is
contemporary dance with a speaker as well as a paper
writer, Dr. Sal Murgiyanto, a great and famous critics,
academic figure, and artist throughout the world. The
seminar was held on Tuesday, December 21, 2015,
which was attended by senior and junior artists from
academics throughout Bali. However, in the event
there were no natural artists involved, so the
atmosphere of the discussion only occurred in one
direction in the academic realm. The output and
outcome of the seminar continued to focus only on
the academic region. In fact, the thing that attracted
more attention besides in the form of discussion, is
the socialization and understanding of the existence
of contemporary dance art to society as a whole,
especially in Bali. The marginalization of
contemporary dance in Bali has become a serious
discussion in the seminar which lasted for two and a
half hours. The questions appeared alternately to the
speaker and the discussion occurred with excitement
so that the atmosphere of the seminar became formal,
intellectual, and scientific.
The discussion that took place in the seminar
dominated the discussion about the four expressions
of contemporary dance discourse as described above,
namely: contemporary dance is like tissue, runaway,
esoteric, and not metaksu. However, the four
discourses that became big and crucial issues in Bali
about the existence of contemporary dance, have not
received satisfactory answers or explanations,
because Sal Murgiyanto always discussed
contemporary dance outside Bali such as in Java,
China, Taiwan, Hong Kong, America and Europe. He
set an example of Miroto’s contemporary work from
Yogyakarta which was well received and famous in
Java and abroad. EkoSpriyanto’s work from Solo was
also accepted in his area of birth and had traveled to
various countries, and there were still many examples
given from abroad. However, the problem would
have been different if the works had been performed
for Balinese people.
Bali with its different cultural background and the
strength of its tradition will very likely emerge the
same discourse or responses as the four above. So Sal
Murgiyanto in that case has not provided a thorough
argument and answer to the existence of
contemporary dance discourses in Bali including
those in BAF..
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CONCLUSIONS

As the main initiator and architect of the Bali Arts
Festival (BAF), Professor Dr. Ida Bagus Mantra also
served as Governor of Bali when the event was first
opened in 1979. He manifested his idea based on
noble concepts, philosophies, and goals, and
acknowledging that outside cultural contact is
difficult to avoid. But this kind of cultural contact
should not destroy Balinese cultural identity. Cultural
contact is a basic factor in the formation of
personality patterns and shades that become a
strength for civilized Balinese people (Head of the
Bali Provincial Culture Office, 2004: vii). He further
argued that the development of Balinese cultural arts
which focused on developing the life of traditional
cultural arts should not be static. BAF is directed at
the excavation, preservation, and development of
Balinese arts and culture, the most important of which
is revitalizing the culture in order to exist and function
in a global society (2004: vi). BAF presents five
major programs, namely: (1) traditional parades and
arts, (2) arts and crafts exhibitions, (3) art
performances (4) trials, and (5) cultural discussions.
The whole description above shows that the issue
that becomes the discourse debate of the
marginalization of contemporary dance in BAF is
based on socio-cultural ideology that includes,
artistic, religious, and philosophical ideology. First,
artistic ideology as a fundamental foundation by
traditional dominant society is the issue of fulfilling
aesthetic legal criteria based on the strength of values,
norms, local cultural standards in contemporary
dance works in Bali. From their point of view,
contemporary dance works still do not fulfill the law
of these criteria. This can be observed in the form of
performances, such as: the arrangement of costumes
is too minimal from aspects of value, shape,
creativity, and material. The arrangement of the
motion motives is too vulgar such as, shaking the
buttocks, spinning, opening the thighs, buttocks move
forward (memperlihatkan pantat kepenonton) and
others. Dance structures are too wild or free from
traditional norms. The makeup is too abstract and
tacky and even weird. Second, religious ideology is
the involvement of intellectual, spiritual, and
experiential ideologies that cause a faith or belief.
Ideological involvement, especially in Balinese
society, receives dogmatic matters which are believed
to be the Word of God. Activity and artistic creativity
for Hindu people in Bali cannot be separated from
religious rituals. Dance as part of religious rituals has
religious magical functions and meanings. Today,
contemporary dance works have never been involved

as part of religious rituals in Bali. It has never been
performed for the sake of traditional and religious
ceremonies. Therefore, contemporary dance works
that do not meet the criteria of the aesthetic law of
Hindu religion are naturally marginalized. The three
philosophical ideologies are beliefs of Balinese
people including creative artists towards the values
that become the foundation in the work. There are
three pillars as a philosophical force that is always
given attention and trust by Balinese artists in dance
work, namely: Siwam (chastity and spirituality),
satyam (truth, sincerity, honesty and faithfulness) and
sundaram(beauty, harmony and peace). From the
philosophical perspective, contemporary dance
works are regarded as works that are oriented towards
freedom, critical, political and confrontation by
traditional dominant society.
The three ideologies mentioned above, have a
significant effect on ideological struggle in the
marginalization of contemporary dance in Bali,
including in BAF. Studying the four issues of the
marginalization of contemporary dance described
above, is basically an ideological debate that each has
goals and interests. If it is understood academically
critical, that issue can be solved fairly as the reference
of Foucault's theory. An important point used as a
reference is his discourse idea. Discourse as a
medium to know, understand reality, and gets eclectic
with Habermas's theory of discourse ethics that
focuses on the truth of discussion. But until now the
discourses based on each of these ideological beliefs
have not found a clear path to the existence of
contemporary dance in Bali. This phenomenon is
what makes the marginalization of contemporary
dance in Bali including in BAF..
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Abstract:

The quality of one’s being a dancer is said to be good if all three of the aspects here termed wiraga, wirama,
and wirasa are able to be internalized in the person of the dancer concerned. The wirasa aspect that has as its
source Joged Mataram and, therefore, consists of four elements, namely, sawiji (implying concentration),
greged (implying spiritedness), sengguh (implying self-confidence), and ora mingkuh (implying never giving
up). The method called mejed, which is for correcting the positioning of body parts by touching is very much
required. Improvement in wirasa quality could not be done instantly. Sincerity is needed in exercises related
to the wiraga and wirama aspects. The reason is that improvement in wirasa quality is highly related to the
process of improvement in quality of both wiraga and wirama. Integrated mastery and application of the
various rules could improve wirasa quality. Improvement in bodily quality is done through three forms of
processing the body, namely, the one using as guide the traditional dance techniques, the one whose purpose
is to improve stamina and elasticity, and the one whose purpose is to improve sensitivity in body and feeling
with the process of exercise in the open in nature.

1

INTRODUCTION

A dancer has a power of captivating spectators when
able to internalize the aspects here termed wiraga,
wirama, and wirasa so that the aspects become
embodied in the dancer’s person. The internalization
is an effort of selecting, unearthing, and mastering
various dance rules and norms in order that they
become inseparable from the dancer’s behavior at
dance time. The internalization of wiraga, wirama,
and wirasa requires a continuous process done not
only independently but also under the guidance of a
competent teacher in order to result in a dancer of
quality. The internalization requires strong dedication
and determination. Non-occurrence of the exercise
process to maintain the dancer’s competence would
result in a lowering of the dancer’s quality. The
reason is that at the time a dancer is dancing as
someone or something else, the dancer is no longer in
the position of one in the process of becoming
because the position is already of one in finished,
ready, and active condition as subject of action. It
means that, at that time, the dancer is role-playing,
dancing as someone or something else, and is no
longer one who is conscious of one’s natural

condition for the dancer is already entering the
territory of artistic expression. Therefore, one who is
a dancer not dancing as oneself is to have the
responsibility of serious role comprehension of the
character that one is dancing as by involving all the
potential in one’s body and spirit.
The improvement of the wiraga aspect which is
technique-related in nature is done by means of
exercises in body processing as effort of exploring the
body in order that each body part could be explored
functionally and esthetically. Body processing
exercises are useful for training of bodily sensitivity
in exploring the body as infinite dance instrument.
The quality of the body is as such if the dancer
concerned is able to do any technique of movement
and able to articulately manifest the dance wish. In
traditional dance, improvement in the quality of the
movement technique aspect is done by means of
exercises based on the basic rules of traditional
movement techniques. In improving the students’
quality in the dance movement techniques of the
Yogyakarta-style classical dance, some dance studios
give training in dance movement elements of Rengga
Mataya and Tayungan to male dancers while female
dancers are given training in doing the dance named
Sari Tunggal which presents the basic dance
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movements, accompanied with eighteen dance
varieties, for female dancers.
The wirama aspect shows the position of musical
rhythm as accompaniment and frame for the dance in
order that the dancer could feel the rhythm of the
gending (i.e., the traditional Javanese musical
structure), movement, and distance. Mastery of the
gending rhythm is required to enable each dancer to
know whether the rhythm is with slow or fast tempo,
the rhythm of movement being related to the degree
of coordination between one movement and another
and the rhythm of distance being related to the
maintenance of position and condition of body parts
when doing a dance movement. To condition students
in all that, the dance training held at the Yogyakarta
royal palace is always done with the accompaniment
of gamelan music (i.e., traditional Javanese music)
directly played live by those serving the royal house
of Kridha Mardawa at the royal palace. Meanwhile,
dance studios use accompaniment in the form of
played recording. Serious comprehension of the
gamelan rhythm would be beneficial for training in
sensitivity and improving the mastery of the wirama
aspect.
Wirasa is the aspect related to the dancer’s ability
in expressing the role character whom the dancer is
dancing as. The learning of the wirasa aspect has all
this time still not yet had a method which is integrated
in the process of dance learning. The dance learning
process has tended to focus on matters that have the
nature of being related to technique and form.
Moreover, the teacher has seldom been one involved
in dance performances so that the transformation of
dance learning has not sufficiently entered the wirasa
aspect. Besides, many training activities at dance
studios have not yet been oriented to wirasa training,
either.
In the past, to attain the wirasa quality, dancers
use various ways often referred to as laku. The reason
is that the dance teacher of the past did not always
teach various matters concerning wirasa clearly to
their students. The student had to seek it by
themselves in various ways or laku. The efforts made
by the students would at one time be shown to their
teacher. There were many kinds of laku or act that a
student had to creatively seek. The art studied as state
of expression is very rarely presented in a state of
description or a state of analysis. There are many
instances of lack in clarity that arise and surely cause
considerable doubt in selecting the values offered by
the teacher (Widaryanto, 2015). Likewise, to become
dancers of quality, dancers in Bali do various laku to
get taksu. The word taksu is well known among the
people of Bali. In its first sense, taksu is a sacred
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power originating in God that could be obtained
through a ritual ceremony and spiritual work. In its
second sense, taksu is a material object known fully
as sanggah taksu, which is a place for worship with
certain physical structure and form (Dibia, 2012).
Some problems could happen to the quality of
being a dancer in a performance when, for example,
the dancer does not apply the rules that should be
obeyed concerning dance techniques. Obedience in
applying rules of the techniques of movement (as part
of the wiraga aspect) would make the muscle system
conditioned to having a body attitude (or deg) ready
for movement making. In addition, the maintenance
of deg would exert influence on the quality of the
technique of movement that could lead to wirasa
quality. These various matters are highly related to
the quality of serious role comprehension in relation
with wirasa as manifestation of the dancer’s selfintegration with the role being played. The learning
having the nature of being technique-related (as part
of the wiraga and wirama aspects) has already been
considerably conducted but teachers of the classical
dance of the Yogyakarta style do not all already
enable an understanding that their pupils could do of
the wirasa aspect according to Kawruh Joged
Mataram, a writing concerning knowledge of how to
do the Mataram-style dance. The reason is that their
understanding is still limited to the mastery which is
cognitive in nature or restricted to understanding it as
science.

2

NATURE OF WIRASA IN THE
DANCE

The research concerned here was to investigate
human experience in the essentials of awareness and
the experience of dance experts, dance empus (or
‘masters’), dance teachers, choreographers, dance
directors, and dancers. The research was focused on
subjective
human
experiences
and
their
interpretations. With that reasoning as basis, the
research, as one type of qualitative research, used the
phenomenological approach. The research data were
collected by applying several ways in order that the
data obtained could be in fitting with the research
problem and the research objective. The data were
collected by means of observation, interview, and
documentary study.
Wirasa in the dance is an important aspect related
to serious comprehension and good character
expression in role playing. A dance becomes alive
due to being very much influenced by the dancer’s
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ability in expressing the character of the role being
played. Substantially, every dancer should be able to
express whatever role is played with all the ability of
the body and spirit. When a dancer moves steadily
with full serious comprehension, a strong burst of
energy or dynamism would radiate in the dancer’s
self. The energy and the feeling brought about and
focused through the dance movement are also
experienced by the spectators as aesthetic emotion
(Marianto, 2012). The interaction in aesthetic
emotion between the dancer and the spectators could
happen if the dancer has a body with the quality of a
good dance instrument, a good expression ability, and
sensitivity of feeling for good serious comprehension
of character. It is not enough for art to only be a matter
of correct material and technique presentation for it
should also be presented with feeling (Astuti in
Zuchdi, 2011). Deep and emotion-filled serious
comprehension in artistic expression, hopefully, gets
the spectators’ sympathy and empathy. Therefore,
skills in technique and expression ability are, for a
dancer, matters of importance to always be given
continuous study and practice sessions. Having high
skill in technique without being accompanied with
expression ability makes one dance without power.
So sensitivity is required to feel each movement
activity done in order to integrate it with the
expression. The ability to express the dance desire is
very much related to serious comprehension which
involves feeling.
Feeling is the core, essence, or nature of
something (Marianto, 2017). The gladness,
upsetness,
sadness,
happiness,
satisfaction,
disappointment, courage, fear, fury, hate, love, and so
on could only be felt through a process of
accumulation until it causes one to weep because of
sadness, laugh because of happiness, and so on. The
perception concerning feeling and the importance of
feeling, concerning what the relation between feeling
and thought is like, and concerning the principle of
sensing feeling in the world of artistic creation needs
to be understood well. The understanding concerning
the reciprocal relation of the aspects could enrich
vision and creative power (Marianto, 2017). The
principle of sensing feeling in art is a continuous
effort to cause to grow and develop feeling as an
important aspect in art. One requires sensitivity in
interacting with various situations in order to be able
to feel life events that could support activities of
artistic expression.
Ki Ageng Suryamentaram’s view recommending
that human individuals could prove their own raos (or
‘feeling’) themselves by means of experiencing or
practicing (Sugiarto, 2015). Acquiring knowledge by

means of thinking is very much different from
acquiring it through feeling (or by sensing).
Knowledge of Type 1 is acquired without or
preceding experience because the acquisition only
requires the power of the ratio that runs very logically
while knowledge of Type 2 should be acquired
through experiences via the senses because they
should be able to be felt by the body, which is
physical in nature (Sugiarto, 2015). Ngelmu iku
kelakone kanthi laku. is a Javanese saying more or
less agreeing that knowledge is acquired through
experience. In the dance world, in relation with the
dancer’s ability in expressing a character role,
experience in doing various character roles is very
much required. The more varied the roles carried, the
richer the experience in exploring various character.
The process of character exploration is an activity for
getting comprehensive information of the character
that the dancer is playing as. Getting an intact form of
information of the character role would enable a
dancer to become one with the role being played. The
ability to internalize a role into oneself would open
the way to the occurrence of active interaction
between the object being observed and the subject
doing the observing.
Empathy is required in enjoying a dance
performance in order that continuous interaction
occurs as long as the performance is in progress. The
reason is that the dance world is an art for one
moment which could not be repeated with exactly the
same movement and expression. A dance movement
is a string of events in situations and conditions
occurring in space, time, and energy woven into one
unity. The situations and conditions in space, time,
and energy would exert influence on the output of the
dancer’s expression. Therefore, it is hoped that
dancers could pour out all their physical and mental
ability to do their job as dancer. Meanwhile, it is
hoped that the spectators continuously attend to the
performance process. The reason is that, to get the
sense or feeling (which is the core or essence) of art,
the observer should be willing to feel and experience
and not to merely analyze critically. Taksu should be
approached with empathy and felt in a synesthetic
way with the senses fully allowed to be active. It is
done in order that spectators could weave feeling to
get the meaning in the performance that they are
watching.
The effort to enable the body and the spirit
become media of expression in the dance is not
necessarily limited to a specific type of role character.
The choreographer and dancer Sardono W. Kusumo
has undergone not only serious comprehension of the
movement technique in relation with one character
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(as in the character specialization that occurred in the
process of dance education at the royal palace in the
past) but also the tracing of various characters
(Widaryanto, 2015). A dancer who is experienced in
playing the role of various kinds of characters would
become increasingly richer and riper in seriously
comprehending a role. It is in line with the demand
that a dancer is to be a totality of body and spirit in
being able to play the assigned role as an intact whole.
The dancer is to be able to make himself or herself
become another self (Sarjiwo, 2004). The dancer’s
self is to be in the totality of the character being
played. Only then the ability of the body as
instrument in the dance would be ready for use in
playing any role. There is a demand that one who is a
dancer, with the totality of one’s body and soul, is to
be able to perform well the role of the character that
one is dancing as. In that case, all the potential in
one’s possession is to be poured for the role that one
plays. The dancer should comprehend and be really
aware of the details and various qualities of
movement and the understanding of the feeling of
movement (Prabowo, 2015). For that purpose,
abilities concerning various technique-related matters
and abilities in matters of character expression are
required. The union of the spirit with the body or with
feeling becomes one of the determinants of dance
quality. Many dance presentations fail to hypnotize
their spectators because they are performed by
dancers that are not yet able to unify their body and
spirit. One who is skilled in body processing but
insufficiently able to give soul and vibrations of life
to the movements done on stage would only present
soulless or lifeless movements (Dibia, 2013). The
unification process requires continuous efforts or
exercises and sincere willingness is needed in
undergoing the process fully responsibly. Therefore,
substantially, wirasa in the dance is required in order
to give the strength of life power to the dance. The
life power could hopefully give spiritual food to those
who accept it. Therefore, the body as instrument and
the spirit as power of expression in the dance should
be emptied to be refilled with whatever character
whose role is played. Dance masters often refer to it
by mentioning the concept of kothong nanging kebak,
the Javanese term meaning ‘empty but filled full’.

2.1

Quality of Wirasa in Dance

A Balinese dance artist named I Wayan Geria
emphasizes that students should be active to catch up
with their teacher’s mastery of knowledge and artistic
ability could not be learned by just being taught.
Students should train themselves in digging up the
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ability from within themselves independently. The
teacher has more the role of giving guidance in
solving problems related to techniques that include
sensing, the body, and eye work (Rahayuning, 2010).
Geria’s statement above has been to his students
because the background of his becoming a famous
dance artist in Bali has been based on the results of
his being a student of art teachers that are esteemed
and superior in Bali. Such independent exercising is
related to the phenomenon that teachers in the past
never gave instructions clearly and plainly. Such
behavior is felt to become important because the
students are then to seek by themselves, to explore
their own body without reserve, and to later find and
interpret various social constructs and body
constructs for themselves (Widaryanto, 2015). The
independently-done seeking process would result in a
style and feeling of movement that, hopefully, could
nyalira (i.e., become embodied).
The wirasa aspect with Kawruh Joged Mataram,
a writing concerning knowledge of how to do the
Mataram-style dance, as its source consists of four
elements expressed as follows, (1) sawiji (implying
concentration), (2) greged (implying spiritedness),
(3) sengguh (implying self-confidence), and (4) ora
mingkuh (implying never giving up) (Dewan Ahli
Yayasan Siswo Among Beksa, 1981). Sawiji implies
concentration on the ability to unite all will by
exerting all power of the spirit and the mind towards
clear thought and doing it continuously
(Suryobrongto, 1982). Greged implies spirit, which
encourages determination to chase one’s hope and
realize it by working hard. Sengguh implies selfconfidence, which, according to Javanese ethics,
should be based on ngesthi pribadi, which means not
putting in front one’s ego and not being conceited.
Ora mingkuh implies never giving up, which is an
exptression of the responsible attitude. In this case, it
leans more towards the idea that one should have the
nature of being teteg (meaning ‘steady’), tatag
(meaning ‘looking forward’), and jejeg (meaning
‘firm’) in opinion (Sunaryadi, 2013). These four subaspects could be understood only if one has made an
exploration to attain that quality. In dance education,
the sub-aspects sawiji, greged, sengguh, and ora
mingkuh are regarded as belonging to the scientific
domain. Because then the aspect concerned is
considered such a domain, it has not come yet to the
process of internalization into the learning process.
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2.2

Concept of Kothong Nanging Kebak
in Role-playing

The expression kothong nanging kebak is a term said
by the teacher to the students to make them able to
empty themselves as person being a subject and then
able to integrate themselves with the character role
played. In order to be able to play a role accurately
and meticulously, the spirit should be kothong
(meaning ‘empty’) ananging kebak (meaning ‘but
full’). Briefly, the words could be interpreted to mean
that if a dancer is not yet able to empty his or her spirit
from all personal traits like quickly becoming
satisfied, not sufficiently having a sense of
responsibility because of already feeling able, being
fond of being praised, and so on, he or she would
surely be unable to fill his or her spirit with the
character demanded by the role that he or she plays.
One who is dancing should empty one’s spirit and
fully fill it with the character whose role one plays
(Suryobrongto in Wibowo, 1981). Kothong implies
an attitude of self-surrender which places the body
and the spirit as media of expression which are
dikebaki (meaning ‘filled full’) with the role which
has become one with the body and the spirit.
Kothong nanging kebak is a Javanese saying that
is possibly not unfamiliar to art practitioners as what
is used to describe oneself’s willingness to become
another self. It is to imply that one, when being a
dancer, should provide and prepare the self in the
totality of oneself to be filled by another self so that
the other self fully filled the totality within oneself.
That statement is quite relevant with the need to
condition behavior before role playing into the
behavior of the character in the role played.
Therefore, the concept of kothong nanging kebak is a
way to enter the space of character totality. The effort
to enter the space, according to Kawruh Joged
Mataram consisting of the components termed sawiji,
greged, sengguh, and ora mingkuh, could be used as
foundation in ngebaki (meaning ‘filling fully’) the
body and spirit already ngothong (meaning
‘becoming empty’). Thus, a process of the
crystallization of the Mataram-style dance in the form
of self-discipline as physical and mental self-mastery
and a state of kepanjingan (meaning ‘being
possessed, obsessed, or taken control of’) would
occur (Suryobrongto in Dewan Ahli Yayasan Siswo
Among Beksa, 1981). The self-mastery is based upon
an awareness of the self-ability of one as human
subject. The awareness is required to prevent loss of
control when kepanjingan by the character of the role
played occurs. It is unlike the jathilan dancer who is
ndadi (meaning ‘in a trance’); such a dancer is said to

be under the control of some energy form outside the
dancer’s self-consciousness.
A dancer as actor should be able to integrate
oneself into the role played. In the integration
process, awareness is required to make the body
willing to perform the role played. Grotowski calls
the process via negative, which implies returning to
Point Zero. Via negative is a technique of going into
a trance and making a unification of all the actor’s
psychic dan physical power. Further, Schechner has
a concept concerning improving human behavior
called restoration of behavior, stating as follows:
Restored behavior is the key process of every kind of
performing, in everday life, in healing, in ritual, in play, and
in the arts. Restored behavior is "out there", separate from
"me." To put it in personal terms, restored behavior is "me”
behaving “as if I were someone else," or “as I am told to
do," or" as I have learned." Even if I feel myself wholly to
be myself, acting independently, only a little investigating
reveals that the units of behavior that comprise "me" were
not invented by "me." Or, quite the opposite, I may
experience being "beside myself," “not myself” or "taken
over" as in trance (2002: 28). These statements make

one realize that when dancing, a dancer should be
able to fuse and become one with the role being
played and all the dancer potential is exerted to the
optimum for the role.

3

WIRASA IN THE BODY
PROCESSING

In the process of dance education at the Yogyakarta
royal palace, there is insufficient active interaction
between the students and pemucal (or the teacher).
There are seats for pemucals gathered into one group
and there are seats for the students gathered into
another group and such grouping of the seats creates
a distance separating the two different groups of
people from each other and causing insufficient
interaction to occur between them. Though spatially
the seats are still physically in the same place but
freedom in interacting could not sufficiently occur.
However, active relation occurs during the training or
exercise process, in which each teacher concerned
directly corrects any defect in students’ body attitudes
(or deg), techniques of movement, and obedience to
prescribed rules. In the dance training, the correction
process is called mejed and it is a method of
correcting body attitudes by holding, moving,
pressing, or doing something else with the hand to the
body part which is incorrectly or not sufficiently
correctly positioned. The mejed method is applied on
the Yogyakarta dance learning process.
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By means of the mejed method of directly making
the hand touch the dancer’s body to correct the
incorrect or insufficiently correct body attitudes,
students hopefully could directly sense the feeling of
the corrected movement. Thus, errors would not be
repeated. Male dancers who are bare-chested during
training give teacher more ease in correcting and
fixing students’ defects. However, bare-chested
exercises as those done when exercising at the royal
palace are not done outside the palace. Exercises
outside the palace (e.g., at dance studios) are
generally done with male dancers wearing an
undershirt. In addition, they do not put on wraparound
batik cloth, unlike male dancers training at the palace.
Exercise in body processing as means of
improving the quality of the body as dance instrument
is a process which is action-filled in nature. The body
processing is done for the purpose of making students
of the university level or lower have the body quality
enabling the body to become an instrument for
expression in a dance. From results of observation, it
is found that there are three models of body
processing differing in objective and process
characteristics. Of the first model is the body
processing based on traditional dance movements, of
the second model is the body processing oriented to
the purpose of improvement in stamina and elasticity,
and of the third model is the body processing whose
purpose is to improve bodily sensitivity and
sensitivity to feeling.
At the royal palace of Yogyakarta, the exercise in
body improvement (as part of the wiraga aspect) for
male dancers is based on the exercise called
Tayungan while that for female dancers is based on
the exercise called Sari Tunggal. Tayungan is the
exercise of the basic or initial level for male dancer
candidates. In Tayungan, students are taught the
technique of walking and varieties of dance
movements which exist in the Yogyakarta classical
dance. The male dance movements which are already
character-oriented give students freedom in going in
depth, in which the movement varieties are done
repeatedly. Students could repeat the same variety or
differing varieties, depending on their wish
concerning what variety of dance movement that they
would like to deepen themselves in. Male dance
movement varieties of both the alus (meaning
‘gentle’) nature and the gagah (meaning ‘heroic’)
nature already lean towards certain role characters.
However, their deepening themselves in the
movement varieties is sometimes not accompanied
with awareness of in-depth character study. They
deepen themselves more in the aspect of the
movement techniques. The reason is their ignorance
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of the relation between a dance movement variety that
they do with the role character associated with the
variety.
Female students do their exercise of the initial
level using as material what is called Sari Tunggal,
which is a choreography constructed of female dance
movement varieties. While male dance movement
varieties are already directed towards certain
characters, the female ones are not specifically for
certain characters. The female dance movement
varieties could be used for different types of female
character called luruh, lanyap, and mbranyak and in
both Srimpi and Bedaya dance performances.
Because female dance movement varieties are not
specifically for certain role characters, in the exercise
process the teacher makes corrections on the
movement technique performed. Therefore, the
teacher’s role when using the mejed method is quite
important in enabling students to feel the movement
being done.

Figure 1: Female Pemucal or teacher correcting a
student’s body position and stance with mejed in an
exercise session at Yogyakarta palace

Figure 2: Male pemucal or teacher correcting students’
body position and stance by applying mejed on the incorrect
or insufficiently correct body part in an exercise session at
Yogyakarta palce

Internalization of Wirasa in the Body Processing for Role-playing in the Yogyakarta-style Dance

In the process of dance learning, the body
processing to exercise bodily sensitivity could be
done both indoors in a closed room or studio and
outdoors in the open space by directly interacting
with nature. The exercise process in the latter case is
emphasized more on each individual’s sensitivity in
interacting with nature. In the interaction, sensitivity
of the senses is required to become the basis in doing
movement activities. In the exercise process, patience
and keikhlasan are needed to enable the movement
process to be based on stimuli from outside oneself.
The ability to feel the stimuli from outside oneself
would become the basis in making a movement. That
responsive ability would give a chance to acquire a
way of moving which differs from person to person.
Thus, the individuals would differ in making a
movement. Such body processing would lead each
individual to serious comprehension of the feeling of
a movement. Further, the enjoyment of feeling the
touch from nature could be used as means of
improving the quality of wirasa in a dance.

In the world of dance education, improvement in
wirasa quality is methodologically not yet part of the
learning process conducted. The wirasa aspect as an
inseparable part of a dance ought to be part of the
learning material. Dance education is oriented more
to the technique and form aspects. Moreover, not all
dance teachers already have adequate role-playing
experience. Such experience is quite helpful in
enabling understanding of the wirasa aspect. Because
not every teacher knows the science related to the
matter, most of the students do not know it, either.
Therefore, not many dancers understand the said
aspect. The process of wirasa knowledge transfer
from the teacher to the student happens if the student
is active in asking the teacher questions. With that as
factual basis, it becomes quite necessary and urgent
to conduct research on the quality of the wirasa aspect
in the dance in order to be able to reveal the aspect
more comprehensively.
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Abstract:

This research is to investigate how Prince Diponegoro - one of the National Heroes in the Republic of
Indonesia - is presented in visual works either in two or three-dimensional media. Of the various vernacular
expressions scattered in many places in Yogyakarta, it can be said that Diponegoro - the eldest son of Sultan
Hamengkubuwono III of the Yogyakarta Sultanate - was presented in various expressions, which seemed to
be based on arbitrary interpretations and arbitrary conception. . This research was conducted by first observing
Diponegoro's drawings from a number of works - paintings, sculptures, and reliefs - then observing again
using visual data and historical texts from official sources that can be accessed by the public. Each selected
artwork is considered a sign; its signifier is analyzed, interpreted, and assessed to answer research questions.
In general, there are many interpretations of Diponegoro, causing many perceptions, about Diponegoro. Based
on the findings obtained, it can be said that the representation of Diponegoro in various visual works have
developed in such an arbitrage, even from what is symptomatic can be said to have shown the symptoms of
anarchism.

1

INTRODUCTION

Prince Diponegoro, the first son of Sultan
Hamengkubuwono (HB) III of the Yogyakarta
Sultanate, is one of the Indonesia’s national heroes.
He lead the Java War – a fierce and bloody battle against Dutch Colonialism in 1825, until 1830.
Diponegoro is very popular in various communities
in Yogyakarta and its surroundings, but the opposite
happens in the Palace of Yogyakarta Kasunanan
itself. The history of Diponegoro related to the War
of Java, and what causes the war is still a 'mystery'
until now. Diponegoro actually had culturally
defected from the Sultanate in the 1810s, when the
Sultanate was legally and militarily under control of
the British government in Java, represented by
Lieutenant-Governor Stamford Raffles od the Dutch
East Indies (1911-1816) (Wikipedia: Stamford
Raffles); the court was internally governed by an
Advisory Board consisting of 4 people. (Roni
Sodewo, 2016). The ruler at the time was Sultan HB
IV, who was too young to rule the Sultanate. He was
crowned as Sulatan Hamengkubuwono IV when he
was 9 years old in 2010 when he was 9 years old,
replacing the deceased Sultan HB III (Diponegoro

and the new sultan’s father). (Roni Sodewo, 2016: 2223).
Diponegoro then lead the Java War as a protest
against the interference from the Dutch towards the
sultanate’s internal affairs, such as influencing the
appointment of the next sultan, HB V, who was 2
years old when he was crowned sultan in 1820.
(Sodewo, 2016). The valiant prince, known as the
leader of the Java people against Dutch colonialism,
has been the subject of many art forms, especially
after his capture in Magelang on March 30, 1830, that
marked the end of the War of Java. Diponegoro was
then brought by the Dutch Colonial Government to be
exiled to Manado, North Sulawesi, through Batavia
(now Jakarta); and then moved to Makassar, South
Sulawesi. Di masa 3 tahun pengasingannya di
Manado Diponegoro menulis sebuah babad
(chronicle), consisting of 30 chapters, which is now
called Babad Diponegoro (Chronicle of Diponegoro).
(Peter Carey, 2008, via Sodewo, 2016)
The second incongruity is the fact that although
Diponegoro is welkonown for his his heroism against
imperialism, yet even in a museum that was built in
1968 as a tribute for the great prince, namely
“Museum Pangeran Diponegoro Sasana Wiratama”,
there is no single statue of this legendary figure.
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There are only statues of two great generals instead
who fought for the Independence of the Republic of
Indonesia, they are the Great General Sudirman on
the western side and Lieutenant General Oerip
Soemohardjo located in the eastern side of the main
gate of the complex.
On the other hand, images that are assumed to be,
stated, and accepted as Prince Diponegoro emerge in
many visual works that are spread throughout
Yogyakarta and its surroundings. These works,
which were made to bring specific purposes, are in
the form of statues, paintings, reliefs, drawings, and
wayang (shadow puppets); made by professional
sculptors, vernacular artists, even by ordinary people
living in kampongs.

explicit or implicit signifier of his heroism or his
religiosity or both.
The research problems are: 1) What kind of
characteristics can be found in the representation of
Diponegoro in the works that are being researched?;
and 2) To what extent are the differences among the
characteristics of the works that can be found in many
places in Yogyakarta and the works with Diponegoro
as their subject material from the Dutch Colonial era?
This research is conducted using Art Criticism
and Semiotic methods. Every art object observed is
treated as signs. The signs here are realized as three
interrelated aspects, namely ‘sign’, ‘signifier’, and
‘signified’. (Arthur Asa Berger, 1984) The signifier is
described and analyzed objectively beforehand; then
it is interpreted and evaluated by comparing it with
the signifiers from drawings and paintings with the
subject matter of Prince Diponegoro from the Dutch
Colonial era.

2
2.1

Figure 1. Relief of Diponegoro, at Sleman, Yogyakarta.

Monumental statues of Diponegoro outside the
cities around Yogyakarta, for government
institutions, were made by professional sculptors,
including: Saptoto, Eddie Sunarso, Dunadi, Purjito,
Sukasman, Yusman, Soewardi; Made Karta, the
sculptor who made the Diponegoro statue at
University of Diponegoro Campus, Semarang. The
above mentioned sculptors received art education at
the academy / school of art, which is now part of the
ISI Yogyakarta.
In fact, those monuments that are scattered all
over the place differ from one among the other. Each
work is made from the free interpretation of its maker.
Some of them are objectively below the objective
standard for a monumental statue. Some others looks
funny, or were poorly made. (Figure 1)
Presumably, the visual data and the history from
many sources that can be legally accessed and are
from the time of the Dutch Colonial era are not
considered important as well as relevant. What is
more important is always the ideological aspect,
where Diponegoro’s character carries or has either an
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PRINCE DIPONEGORO IN ART
FORM
Diponegoro in Dutch Paintings

The first art work with Diponegoro as its subject
matter, considered as the initiator for other works, is
a drawing made by A.J. Bik. There, Diponegoro is
illustrated wearing white turban, fully clothed with
eight buttons on his chest right under his neck. His
sarong is slung over his left shoulder towards the
right waist. The Prince’s shiny keris (traditional
dagger) is tucked in between his belt and his clothes,
with the tip its handle facing to the right. His eyes
glare at the audience; he looks serious. His ears ere
hidden underneath his turban. He has no moustache
or beard. From this illustration a lithograph was made
by C.C.A. Lost in 1835. Consequently, the use of
dark-light contrast on Diponegoro’s figure seemed
sharper, his keris looked shiny, and the image of the
Prince became more volumetric.
The illustration by A.J. Bik and the lithograph
made five years later means that Diponegoro’s
existence is valued; he is considered as an important
figure. Even after his capture and is locked up in Fort
Rotterdam, Makassar, he was visited by high-profile
guests, including the 16-year-old Dutch Prince Henry
in 1837 (Wikipedia: Diponegoro). In correlation with
this, the history recording of Diponegoro’s capture
was very important, even made Lieutenant General
De Kock—the commander of the assault—got
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recognition in the record as shown In the following
painting.
The Submission of Prince Diponegoro to General
de Kock, by Nicholaas Pieneman, made around 1830
– 1835, shows Diponegoro submitting to the Dutch
authority. Diponegoro’s face was painted in detail,
although it is not clear whether it was made based on
realistic occurrence or fictional, because he was not
shown as an ordinary Javanese from Yogyakarta with
long and thick eyelashes. Fully dressed wearing a
greed turban, Diponegoro’s hands are stretch out in a
way showing as if he was in a submissive state. It is
shown that Diponegoro does not bring his keris. His
chin is raised a little, indexically telling that he is
looking towards his followers, the indigenous people,
in front of him (Rijksmuseum, Amsterdam).
Diponegoro is presented with submissive
gestures, contrast to how Lieutenant General De
Kock that looks more relaxed, and is shown to point
towards a carriage to his right. De Kock he orders a
soldier carrying a sword to take Diponegoro to
Batavia. The guards do not appear to be on standby,
while Diponegoro’s followers looked sad because
they have lost their role model, and are in the state of
shock.

2.2

Diponegoro in the Eyes of Raden
Saleh

Raden Saleh, a painter from Terboyo, Central Java
(1811-1880) who had been living in Europe for more
than two decades, saw Prince Diponegoro differently
to Pieneman. Saleh painted Diponegoro distinctively.
In The Arrest of Diponegoro, Saleh depicts
Diponegoro with his chin slightly raised and his eyes
staring directly to his front left into the eyes of De
Kock who doesn’t dare look back at Diponegoro.
Diponegor’s left hand is in a tight fist stretched
upwards a little; his right hand open, stretchs
downward, in a gesture that can be seen as if he are
trying to calm down a kneeling woman who is in awe
of the situation. The woman seems to know
Diponegoro quite well, because it can be seen that she
is touching the Prince’s thigh. No swords are drawn,
no guards were on standby. Figuratively speaking,
this was not an armed confrontation, but a war of
strategy which, according to Raden Saleh, harms
Diponegoro.
Werner Kruss in his article “Raden Saleh’s
Interpretation of the Arrest of Diponegoro: An
Example
of
Indonesian
Proto-nationalist
Modernism”, states that Raden Saleh through his
paintings contests the Dutch’s “Visual version”
hegemony about the key event in the capture of

Diponegoro and painted it using the Javanese idiom
which he lived up to (Kraus, 2005).

2.3

The Images of Diponegoro after the
Independence of Indonesia

In the realm of national heroism for a nation that just
declared its independence (August 17, 1945), Prince
Diponegoro has been included as a national hero. His
name was used by the Third Division of the People’s
Army of Indonesia in Central Java (Division
III/Diponegoro) on June 3, 1947; then it has been
used to name The Military Territorial Command
IV/Diponegoro on July 20, 1950 that covers the
provinces of Central Java and Special Province of
Yogyakarta (wikivisually.com). This means that
Diponegoro has been popular throughout the country
ever since the Republic of Indoneasia received its full
sovereignity; Diponegoro continues to be one of the
subjects of heroism presented in various art media.
Basuki Abdullah (born in Surakarta, 1915-1993),
one of Indonesia’s elite painters, was an active painter
and once took the role as an art teacher during the
period of Japanese occupation (before the Republic of
Indonesia was proclaimed), saw Prince Diponegoro
as an important figure. Abdullah, who took art
education and lived in the Netherlands and other parts
of Europe for several years, expressed his nationalism
through his painting entitled Diponegoro Leading the
Battle, made around 1940 – 1960 and has the
dimension of 150cm x 120cm. This painter who once
became the official painter for the Kingdom of
Thailand and afterwards as the official painter for the
Presidential Palace of the Republic of Indonesia,
presented Prince Diponegoro as a leader in a battle.
Diponegoro is depicted as having his right arm
stretched forward with his forefinger pointing to a
distant place, and he wears white clothes with white
turban (Printed in Lukisan dan Patung Koleksi
Sukarno, Jilid I). The prince carried his keris that was
tucked in between his clothes and his belly cloth. His
left hand firmly hold his horse’s rein. His horse is a
special one, with black fur except for the tips of its
legs that are colored white. Diponegoro’s horse has
become a legend until this day, its name is Kyai
Gentayu. "Kyai" is a term for honorable people,
usually used for religious leaders. The use of the word
‘kyai’ in front of the names of sacred objects, horse
drawn carriages for kings, and also for horses is also
a tradition common for the Yogyakarta and Surakarta
Sultanates.

39

ICONARTIES 2019 - 1st International Conference on Interdisciplinary Arts and Humanities

3

IMAGES OF DIPONEGORO IN
THE URBAN COMMUNITY OF
YOGYAKARTA

In the city of Yogyakarta there is a strategic yet
metrically short street which stretches from the
Magelang Street crossroad to the east and ends at the
Tugu Pal Putih monument; the name of this street is
Diponegoro Street. The same street name also exists
in the Sleman and Bantul districts.
Not far from Diponegoro Street, around 2 km to
the west, there is a museum named Museum
Monumen Pangeran Diponegoro Sasana Wiratama;
located at Tegalrejo area where the Prince was raised
by his grandfather’s family. However, the exhibits
there are peculiar. Despite its name, there is no actual
statue of the great prince. Instead there are two
realistic statues—the head and torso—of the Great
General Sudirman and Lietenant General Oerip
Soemohardjo of the Indonesian National Army (TNI).
The relief about Diponegoro’s heroism looks so naive
and sober, that seems to be made carelessly even in
the place where Diponegoro, the nation’s great
national hero, once lived.
Nevertheless Diponegoro still proved to be seen
as an important hero in Yogyakarta and its
surrounding area, as well as in other cities whether
they are in Central Java or in East Java. For example,
in Semarang the name ‘Diponegoro’ is used to name
a famous state university in Semarang - the capital of
Central Java - namely Diponegoro University. For
example, in Semarang the name ‘Diponegoro’ is used
to name a public university in Semarang - the capital
of Central Java - namely Diponegoro University
There are more than 20 monuments of Prince
Diponegoro spread throughout the City of
Yogyakarta and its 4 Districts, and other cities around
Yogyakarta. These monuments are in the form of
statues and reliefs; made as commissioned works, or
by the local communities as an expression of
admiration towards the great prince who fought for
justice and religion. Therefore, in Yogyakarta, there
are a lot of statues and reliefs of Diponegoro that are
made near or on the entrance gate of kampongs, or
become landmarks/site marks of many strategic
places.
A professional photographer named Arif
Sukardono documented these monuments, either in
the form of statues or reliefs, of Price Diponegoro in
almost everywhere within the City of Yogyakarta and
its Districts. All those monuments depict Diponegoro
who is wearing a turban just like A.J. Bik’s depiction,
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as a symbolic attribute for Diponegoro’s religion and
heroism.

3.1

Diponegoro in Shadow Puppets

Prince Diponegoro also appears in shadow puppet
performance arts in Yogyakarta. In 2016 a new genre
of shadow puppet arisen and is called Wayang
Diponegoro. This puppet was innovated by Roni
Sodewo. Sodewo himself is the seventh decendant of
Prince Diponegoro. The ideas used to write the script
was based upon “Babad Diponegoro” (The
Chronicles of Diponegoro). Wayang Diponegoro
holds a number of historic stories rooted from the
“traces of English colonialism in Java.”
From August 2016 to the end of August 2017,
Wayang Diponegoro had been performed six times.
This wayang told historical stories of Java in the 19th
century from Prince Diponegoro’s point of view that
are different from mainstream stories of the Sultanate
of Yogyakarta.
In the performance, Prince
Diponegoro’s character is displayed in full, and not
just showing his greatness and heroism, but also his
human weakness. Through this performance, the
everlasting heroic spirit of Prince Diponegoro is
presented, and has continued to inspire many people
to create as well as to interpret today’s life (Kompas,
Thursday, August 31, 2017; Sodewo, 2016).
A set of Wayang Diponegoro characters from
Roni Sodewo's collection was exhibited in “Pameran
Sastra Rupa: Gambar Babad Diponegoro” (Visual
Litarary Exhibition: Visuality of Babad Diponegoro),
in Jogja Gallery, Yogyakarta, 1-24 February 2019.
(Figure 2)

Figure 2. Wayang Diponegore, collectios of Roni Sodewo.
Exhibited at Jogja Gallery, 2019.

In connection with the Diponegoro Puppet, it
should be noted that there was once a thick
paperboard (puppet) maker, named Lejar Subroto
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(1937 – 2017). One of his works documented by Arif
Sukardono is the puppet figure of Prince Diponegoro,
who is turbaned and robed in white, wears a slippers,
has an orange belly, and a keris is tucked between his
belly and his robe in the abdomen.

3.2

Diponegoro in Fine Arts Today

3.2.1 Paintings by Heri Dono
Prince Diponegoro’s figure as a national hero and as
subject in art is continuously reinterpreted. In 2017
(more than 150 years after Diponegoro’s death) Heri
Dono, one of the leading artists in Indonesia, who
since the end of 1980s have participated in a number
of prestigious art exhibitions worldwide, has made a
painting with the dimension of 200cm x 150cm,
entitled Pangeran Diponegoro Is In Front of the
Colonial Hotel. The layouts and some other
components of this painting are taken out from Raden
Saleh’s The Arrest of Prince Diponegoro, 1858. The
building, the two mountains on the left hand side of
the painting, and the type of trees presented in there
are more or less the same. The only difference are the
figures. Liutenant-General de Kock is replaced by a
big and tall man that interpretably resembles the 6th
president of Indonesia: Susilo Bambang Yudhoyono.
Other characters presented in that painting were King
Salman from Saudi Arabia, Habib Rizieq Shihab—a
controversial man, Basuki Thahaja Purnama (Ahok),
Megawati Soekarnoputri—the 5th president of
Indonesia, Wiranto—a former general of the
Indonesian National Armed Forces (TNI), several
other former state officials, and other politicians or
celebrities that often appeared on the silver screen.
There is also the image of Prince Diponegoro as
painted by Raden Saleh, and is even a character that
ichnographically be seen as Raden Saleh himself.
Heri Dono modified Saleh's paintings by
replacing previously existing figures with famous
figures, as well as ordinary people for his paintings.
Short said he made a parody through his painting. The
most significant is the fact that Heri Dono painted
himself in his work. At the far left on the roof of the
building is painted the image of Heri Dono, he
seemed to be running away, or is away from the
commotion caused by many political figures whose
social-political views crossed each other. Dono uses
Raden Saleh's painting as a ‘text’ which is freely
reinterpreted, then placed in the present context, to
offer new perceptions and meanings. (Figure 3)

Figure 3. Heri Dono, Diponegoro is in Front of Colonial
Hotel, 2017, Oil Painting on Canvas, 200 cm x 150 cm.

3.2.2 Paintings by F. Sigit Santoso
The similar free interpretation as a creative concept
was conducted by an artist famous for his realistic
paintings, his name is F. Sigit Santoso. Santoso’s
work entitled Abdulrohim Jokowibowo Namaku was
exhibited in “Pameran Sastra Rupa: Gambar Babad
Diponegoro”, at Jogja Gallery, Yogyakarta. (Figure
4)

Figure 4. F. Sigit Santoso, Abdulrohim Jokowibowo
Namaku, 185 x 115 cm, Oil Painting on Canvas
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During the exhibition (that was held from
February 1, 2019 to February 24, 2019) showed
paintings, a set of Wayang Diponegoro, and an
installation of objects associated with Prince
Diponegoro. This exhibition was held based upon the
history of life journey written by Prince Diponegoro
himself during his exile in Manado, North Sulawesi
and Makassar, South Sulawesi.
In his painting, Santoso depicts a young man
wearing a headband based upon the description from
Babad Diponegoro (The Chronicles of Diponegoro),
in order to represent Diponegoro in his twenties. His
right hand is stretched pointing upwards. His left hand
is holding his keris that is tucked in his rolled up
sarong wrapped around his belly. The figure that is
intended to be Prince Diponegoro wears a turban, just
like A.J. Bik’s depiction. He is wearing a faded moss
green surjan (a traditional clothe from Yogyakarta).
He also wears a faded maroon sarong.
What is significant in this painting is the facial
expression of the young figure that is the subject of
the painting. That face of the figure looks like the face
of President Joko Widodo. The similarity between the
face of 'Prince Diponegoro' on and the face of
President Joko Widodo (Jokowi) is very easy to
recognize, because Jokowi's face has been exposed in
newspapers, television, and social media in particular
in relation to the 2019 Indonesian General Election,
which will take place on 17 April 2019. Moreover,
Santoso also creatively played the names of the two
candidates who were contesting the 2019 national
elections, namely Joko Widodo (No 1) and Prabowo
(No. 2), which he picked as he pleased, and combined
them into a new name, 'Jokowibowo'.
Image ‘Prince Diponegoro’, in his 20s, with
Jokowi's face when he was young, in Santoso's work,
shows that the interpretation and reinterpretation of
the character and 'mystery' of Diponegoro's history of
the War of Java have continued, and appeared in
various artistic and non-artistic expressions.

4

CONCLUSIONS

Since his death in 1855 until today Prince
Diponegoro’s character is still circulating and
inspiring many people in Yogyakarta. There are
many artists from several branches of art who have
created art works based on the media involved,
including fine arts, dance, opera, theater, radio drama,
and monuments; meaning that Diponegoro has
become one of the significant subjects presented in
various art media.
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Monuments that were made by either professional
or vernacular artists are spread everywhere; their
visual display can vary, meaning that these art objects
were made based upon the artists’ free interpretation.
Looks like the image reference from the Dutch
colonial era is no longer considered relevant. What is
more important is that within the work, there are hints
that are signifying the ‘heroism’ as well as the
religiosity of Prince Diponegoro.
The fact that the role and image of Prince
Diponegoro did not appear in the Kraton of
Yogyakarta, and that no statue of Diponegoro in a
museum built to commemorate Diponegoro's heroism
can be interpreted that the internal problem within the
Yogyakarta Sultanate in accordance to the history of
the Java War, led by Prince Diponegoro, is not yet
finished and is still considered as controversial.
Whereas various statues, reliefs, paintings, and
other art expressions that were created and continue
to be created in many places in Yogyakarta and in the
surrounding areas signify that the character and
heroism of Diponegoro have continued to revive
amongst many communities. The mystery that
surrounds the history of Pangeran Diponegoro's
journey actually more stimulates and inspires creative
people to explore art through various media.
Diponegoro’s character used in the new genre of
shadow puppet performance telling the stories from
Babad Diponegoro (the Chronicles of Diponegoro),
has its own agenda and interest, and can never be
separated from the socio-cultural dynamics in
Yogyakarta.
In Fine Arts, it seems that the free interpretations
and the re-interpretations of Prince Diponegoro in
correlation to the history of the War of Java (1825 –
1830), has developed openly and freely.
Of what was phenomenal about the
representations of Diponegoro, it can be said that the
various interpretations are so free and far from the
visual data and official historical records of the
Prince, even somewhat anarchic. It is as if everyone
can interpret and represent Diponegoro in any
possible way, as long as it displays the signs of
heroism and religiosity that are accepted by the
power-holding communities.
It can be said that the interpretation and reinterpretations, especially which are related to art
creativity, can be carried out in many ways, whether
it is retrospective, productive, prospective, or even
deconstructive. Each choice can create different kinds
of significance based on the paradigm used.

Representations of Diponegoro after Arbitrary Interpretations
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Abstract:

Towards the Presidential Election of the Republic of Indonesia in April 2019, social media has becomes one
of the most important campaign media. In addition to Facebook and Twitter, Instagram is one of social media
that quite popular in Indonesia political practice—esspecialy for the millennial. Both candidate have an
Instagram account. This occur because Instagram has a significant influence in contructing Jokowi and
Prabowo images. Instagram which is popular among millennial is an interesting political discourse to be
explored because both Jokowi and Prabowo tend to narrate their political image into kind of images that is
more familiar with the ‘tastes’ of millennial. Through Pierre Bourdieu’s habitus and Jacques Rancière's the
distribution of the sensible theories, this study examine how Jokowi's and Prabowo's Instagram uploads
narrate their political image which constructs the ‘feelings’ of millennial in political practice in Indonesia.

1

INTRODUCTION

The development of technology in recent years has
given birth to a new culture known as digital culture.
Digital culture according to Ross (1991) is, the circuit
of cultural practices touched by advanced technology.
Referring to this understanding, digital culture can be
interpreted as a culture that born from the womb of
the technological development. Therefore, digital
culture is not only a transformation of technology but
also a cultural transformation because it changes
human habits in general. Digital cultures were not
without problems. The practice of digital culture that
was built through unlimited interaction between
humans has caused the disruption of certain social
classes. This is because the pre- requirements and
requirements for becoming ‘a member of the social
class’ in digital culture are ignored.
In Indonesia, the impact of digital culture creates
various social problems. For example, the problem
between online and conventional transportation. The
problem arises because the ‘establishment’ of
conventional transportation is disrupted due to the
practice of digital culture that ignores the prerequirements and requirements of ‘social class
members’ in conventional transportation that was
built through the system of ‘territorial and kinship’.
They’re also a huge problem in the political practice
of Indonesia. The pre- requirements and requirements
for becoming a well-known politician was having a

strong ‘cultural capital’ such as family background.
But in digital culture, ‘cultural capital’ we’re not
enough because mass movements has distorted the
‘establishment cultural capital’. Thus, a politician
who doesn't have any ‘cultural capital’ but have ideas
that are accord with the mass movements can
becomes more popular than politicians with abundant
cultural capital.
Social media plays an important role in the of the
global politics trends from the 2011 Egyptian
revolution to the mass movement of the ‘Islamic
Defendation 212’ (Aksi Bela Islam 212) in 2016.
Social media has disrupted the political practices that
we have known so far and this has creating the
unprecedented emancipation. Through social media,
everyone has equal access to various kinds of political
issues that are occurring—including the millennial
generation (17-32 years) whose daily activities
cannot be separated from social media.
Towards the Presidential Election of the Republic
of Indonesia in April, the millennial is an important
factor for Jokowi and Prabowo, given their large
number of around 40% or 80 million of the total 196.5
million eligible (Irawanto, 2019). However,
millennial typically characterized as a generation that
is politically apathetic. Therefore, the two
presidential candidates must work extra hard in
gaining millennial votes. Social media is one of the
right ways to do it. Through social media, Instagram
that are popularly among millennial, Jokowi and
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Prabowo strive to make their image accordant with
millennial aspirations. These efforts can be seen from
various visual uploads in the Instagram feed of
Jokowi and Prabowo.
But from the research that we did on Jokowi and
Prabowo's Instagram accounts, both of them did not
explicitly do kind of campaign. This is because,
Jokowi and Prabowo have an official campaigning
account but the reachability level is very weak
because @jokowi has 16.9 million followers while
@jokowi.amin only has 378 thousand followers.
@prabowo followed by 2.9 million people while
@indonesiaadilmakmur only followed by 340
thousand people. Jokowi and Prabowo have loyal and
even fanatical supporters who in recent months have
often been involved in various contention on every
social level including Instagram. The Executive
Director of the Association for Elections and
Democracy (Perludem), Titi Anggraini said that this
was triggered by the attitude of elites and politicians
supporting the candidate pair. Because, they show
attitude towards aggression and attacking narratives
on their political opponents (Tirto.id, 2019)
Jokowi and Prabowo seemed to dampen the
turmoil of fanaticism and aggressiveness from the
supporters. Thus, both of them posted the same
picture of them hugging each other in Asian Games
2018. But on the Instagram, Jokowi and Prabowo
seem to continue the campaign implicitly implicitly.
Yuval Noah Harari (2018) stated that elections are
always about human ‘feeling’, not about human
rationality. Cynically Harari continued, If democracy
was a matter of rational decision-making, there would
be absolutely no reason for all people equal voting
right—or perhaps any voting right at all. In
democracy, ‘free will’ becomes the basis for humans
to make their choices and that choice is an expression
of ‘feelings’ for what they choose; because all
humans have ‘free will’ so that rational-irrational
choices become unimportant. When speaking
‘feelings’ in a political context, this is where
aesthetics has a very significant role and therefore
Jokowi and Prabowo continue to campaign
implistfully on their Instagram.
Aesthetics does not only examine beauty.
According to Pierre Bourdieu, aesthetics is a
mechanism of social reproduction where knowledge
and tastes are distributed through regenerative
systems that take place hierarchically and
simultaneously structure agencies (active actors)
involved in the reproductive field of that culture. In
this context, Bourdieu emphasized that ‘cultural
capital’ plays a role in the cultural field where ‘the
sense of norms’ becomes a social classification

mechanism (Setyaningrum, 2009). From Jokowi and
Prabowo's uploads on Instagram, we see the efforts to
‘normalize the tastes’ as a form of campaign
mechanism that is aligned with millennial
aspirations—especially in visual uploads.
Jokowi and Prabowo's visual uploads have the
same pattern, narrating something that is
‘biographical’ such as self-image and family. This
study aim, first examines how Jokowi and Prabowo
narrated their self-image through a variety of visual
uploads on Instagram. As an Incumbent Jokowi has
several significant advantages compared to
Prabowo—this one of the reason Jokowi did not
campaign explicitly on his Instagram account because
it could be easily ‘attacked’ by his political
opponents. Therefore, we choose the pattern that
belongs to the both candidates: self-image, which
includes various meetings with important people and
families. Secondly, we examine how the aesthetic
mechanism in Jokowi and Prabowo's Instagram
visual uploads constructs the political aspirations of
the millennial so that it creates 'feelings' that are
accordant with their aspirations. This research was
conducted 4 months ago until after the 2nd
Presidential Candidate Debate was completed.

2

RESEARCH METHODS

Researching on Instagram is relatively a new
phenomenon, especially the mechanism of aesthetics
that normalizes images in a political context. In this
study we use a virtual ethnographic approach, which
is a new approach to seeing cultural, artifact in the
virtual world (Nasrullah, 2018). Virtual ethnography
reveals how cyber culture is produced, meanings,
relationships and patterns, to how they function
through the medium of the internet (Nasrullah, 2018).
According to Nasrullah, there are several levels of
analysis such as ‘media space’ which relates to the
technical aspects of digital culture, ‘media document’
which deals with ‘texts’ in digital culture as cultural
artifacts, ‘media objects’ that are related to
interactions between organisms in digital culture, and
‘experiential stories’ are connectedness of organisms
offline and online.
This research is at the ‘media document’ level
because examined a variety of Jokowi and Prabowo's
Instagram visual uploads. Müller and Geise (2015)
define images as a mental construct of object or a
person, which is generated on a basis consciously or
unconsciously perceived (media) images, facts,
associations, experience or judgments. Grittmann
(2012) further explains that the visual presentation of
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politics is condensed to repertory of visual imagery,
which is constructed by selection, and, thus
attribution of meaning. Jokowi and Prabowo's visual
uploads are cultural artifacts that are constructed
through complex mechanisms that are worthy of
further investigation.
The research began 4 months ago until the 2nd
Presidential Candidate Debate. In that time we
examine the visual upload of Jokowi and Prabowo
one by one. Then we classify it considering the
similar patterns between the two, and from this
classification we decided on 3 units of analysis, (1)
Meeting Type with politicians, religious leaders,
public figures; (2) Family Type, about his family, and
(3) Personal Type, the current or past relevant selfimage. As incumbent, Jokowi has several types of
uploads that are eminent to Prabowo. Therefore, we
will examine the visual uploads that owned by the two
candidates: Meeting Type (in this type we limit both
meetings with religious leaders because they have
significance for both political images), Family Type,
and Personal Type. These three types have very
strong relations in the political practice of Indonesia.

3

RESULTS AND DISSCUSION

Instagram is an effective social media for campaign
implicitly and explicitly. Ridwan Kamil, Governor of
West Java is a politician who effectively uses
Instagram as a medium to portray himself ‘as the
nowadays leader’ and Alexander Van der Bellen who
was elected President of Austria in 2016 that effective
and explicitly using Instagram as a media campaign
(Leibhart & Bernhardt, 2017) –and as we speaking of
images, aesthetics has a very significant role in it.
Jacques Ranciere all art is politics because it
establishing what is valuable to people because there
a distribution of the sensible therefore establishes at
one and the same time something common that is
shared and exclusive parts (Ranciere, 2011). For him,
art has a political essence that distributes human
experience and hope. Photo uploads on Instagram are
not art in a sense. However, every photo that posted
on Instagram distributes our experiences and hopes.
Instagram, which was released in 2010, is well known
as a social media that provides more aesthetic
experience than other social media—many features
help us to do kind of ‘beautification’ before uploading
it. So it is not excessive if Instagram can be
categorized as an aesthetic regime because of a major
form of aesthetics distribution.

46

Digital Revolution: National Launching of 4G on
January 4, 2016 was Jokowi's first Instagram upload.
As of February 20, 2019, Jokowi has 16.7 Million
Followers, 0 Followings, and 1,049 thousand posts.
While Prabowo for the first time posted a photo of
skydiver
group
exposing,
“BERSATULAH
BANGSAKU” on September 20, 2015. Until
February 20, 2019, Prabowo had 2.8 million
Followers, 1 Following, and 346 posts. Jokowi’s
Profile Picture is himself sitting at his desk with a
white shirt and set in a carved ‘gunungan wayang’
and Indonesia national flag. Jokowi's home
describing, “The official Instagram account of the
President of the Republic of Indonesia, Joko Widodo
(Indonesia Flag), Hastag (#) MenujuIndonesiaMaju,
and managed by the President's Digital
Communication Team.” While Prabowo's profile
picture depicts himself in vector form with a formal
suit. Prabowo's home only contains a link to his
Facebook account: “facebook.com/ Prabowo
Subianto.”
In the Meeting Type, Jokowi was more eminent to
Prabowo because of his status as incumbent. Jokowi
uploaded various meetings with politicians with 20
uploads, 25 religious leaders, and with public figures
16 uploads. While Prabowo uploaded his meeting
with politicians as many as 14 upload, meeting with
public figures as many as 3 uploads—but there was
no upload of Prabowo's meeting with religious
leaders.

Figure 1: Meeting Islamic Cleric Syekh Haji Hasyim AlSyarwani Tuan Guru Babusalam, @jokowi Instagram,
2019
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uploaded by Jokowi have nothing from the past. All
the photos are relatively new and show Jokowi's wife,
children, and grandchildren. Prabowo never uploaded
his own complete family photo considering his status
as widower. There were only 2 photos uploaded
together with his only son, Didit Hediprasetyo and a
photo with his ex-wife with other relatives.

Figure 2: Meeting with Susilo Bambang Yudhoyono the 6th
Indonesia President, @Prabowo Instagram, 2019.

Meeting Type is an important ‘cultural capital’
because it legitimizes leadership images at many
social levels. In Indonesia, the legitimacy of religious
leaders is very important. Historically, the coalition
between the two is very obvious. A ruler always
needs the legitimacy of religious leader. In Indonesia
meeting a Kyai (Islamic Clerics) is the most ultimate
legitimacy because it portrays a leader who is close to
Muslims. Some of Jokowi's visual upload with Kyai
are a form of construction because Jokowi has always
been accused of being an anti-Islami. With the
increasingly religious people of Indonesia, including
the millennial generation, these visual uploads are
Jokowi's efforts to affirm his image and position as a
leader who is close to Muslims.
Through photos with Kyai, Jokowi distributed
what Renciere called the distribution of sensible and
further emphasized the importance of Islam for him.
In Prabowo's Instagram we did not find any uploads
with prominent Kyai. However, in the Personal Type,
Prabowo uploaded 9 photos of himself with religious
appearance such as praying and being in the Holy
Land as well as the “Aksi Bela Islam 212”. There
were several uploads of Prabowo with politicians who
were influential in in Indonesia. One of them was his
photo with the former Indonesian 6th President,
Susilo Bambang Yudhoyono (SBY). This photo was
very important because it constructs the image of
Prabowo as a potential leader who gained legitimacy
from the previous leaders.
In the Family Type, Jokowi uploaded 13 photos
while Prabowo 28 photos. Prabowo uploaded many
photos of his family in the past while Jokowi only
uploaded once while performing Hajj in 2003.
Prabowo uploaded 3 old photos of his mother (Dora
Marie Sigar) while Jokowi only uploaded a relatively
new photo with his mother. From 28 Family Types
uploaded by Prabowo, only 8 photos were relatively
new. The rest of the photos was bunch of old photos.
There were no photos of a young Prabowo with his
whole family. Whereas 13 photos of Family Type

Figure 3: Family picture of Jokowi’s Family minus
Kaesang (Jokowi second son), @jokowi Instagram, 2019

Figure 4: Old Family picture of Prabowo with his mother,
sister, and brother, @prabowo Instagram, 2019

The family in the political practice of Indonesia
were an important cultural capital. According to
Bourdieu, cultural capital is a cultural resource that
can place the position of an individual. Cultural
capital consists of three forms, (1) incorporées which
include general knowledge, skills, cultural values,
religion, norms, derivative talents, (2) objectivées
which include ownership of high value cultural
objects, (3) institutionalisé which includes titles, level
of education, certain skills acquired through
education (Krisdianto, 2014). In Indonesia we know
the term The Politic Dynasty, where important
positions in the government are filled with people
who have family relations with those who have or are
in power—this practice in the New Order era gave
birth to nepotism.
Muhammad Heychael in Politik Kekeluargaan
dan Kekuasaan Yang Berpusat Pada Tubuh argues
that family politics as a mode of power is also
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reproduced in various units of power to the lowest
(Indoprogress.com, 2014). The New Order which
came to power for 32 years long (1966-1998) has
created a family culture that is embedded in political
practice in Indonesia. The practice of family politics
mythologically departs from Javanese culture and it
is not surprising that in practice it gave birth to the
concept of ‘The Choosen Family’. This practice is
deeply rooted in Indonesian culture so that a leader is
always cultured as a figure who comes from the
chosen family/noble family and has the authority of
‘the choosen one—In fact many Indonesian political
figures come from noble classes.
Jokowi uploaded photos of his family: wife,
children, and grandchildren. These photos are
relatively new, also the one with his mother. Jokowi
through these photos tried to portray and represent
something new that different from of his rival. Jokowi
tried to assert that he was a leader who came from
ordinary people—born from the womb of the people.
Jokowi came from a family that did not have a good
cultural capital as Prabowo. But in practice, Jokowi
was able to compete and even beat Prabowo in certain
way. Thus, Prabowo represented the old family
values of the New Order style while Jokowi came up
with newer values that were different because they
tried to represent the people in general.
In the Personal Type, Jokowi uploaded 21 photos
and Prabowo 45 photos. From the 45 photos of the
Personal Type, Prabowo 14 of the photos he uploaded
always exposed his past when he was a teenager and
a High Officer with the position of Special Forces
Command Commander (Kopassus) and Commander
of the Army Strategic Command (Pangkostrad).
Jokowi, from the 21 Personal Type photos he
uploaded, only 1 photo that came from the past when
the young Jokowi was cooking some noddle while
mountaineering with some of his friends.

Figure 5: Old photos of Jokowi with his friends, @jokowi
Instagram, 2019.
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Figure 6: Old photos of Prabowo in his early military karir,
@prabowo Instagram, 2019.

The Political Dynasty that conducted by the New
Order's also gave birth to the concept of 'fatherhood'.
This concept of ‘bapakisme’ or ‘fatherism’ departs
from Suharto's leadership style when in power.
Mulder in Muhammad Heychael said that by
analogizing the state as a family, students were
invited to see Suharto as a father figure rather than a
president, and the people were children who needed
guidance. The relationship between the two, as well
as the relationship between father and son in the
family, is bound by morals and based on spirituality.
Obviously, in such a worldview, people's (children's)
protests or criticisms of the government (parents) are
moral,
ethical,
and
spiritual
violations
(Indoprogress.com, 2014).
Prabowo in the Personal Type portrays the
concept of ‘fatherism’. Prabowo portrays himself as a
nurturing charismatic leader and is ready to face and
fight various threats. And visually represented
through fashion, speech styles, and pets. In terms of
fashion, Prabowo had a fashion style that combined
the clothing of the Indonesia founding father from
Sukarno to General Sudirman. So that Prabowo
seemed very patriotic and nationalist especially his
military background which further strengthened his
leadership image. Prabowo's style during a speech
mimicked Sukarno's style and even Bung Tomo's.
What's the most interesting upload were the beautiful
horses that cost billions of rupiah. Horses are one of
Prabowo's social capital which confirms that
economically he is well-established with a hobby of
maintaining horses that not just anyone can do.
Jokowi only uploaded a single photo from the
past. The photo shows the young Jokowi cooking
noodles while doing his hobby: mountaineering a
very common hobbies not like the expensive hobbies
of Prabowo. Jokowi's fashion is so simple: white
folded shirt. The simplicity of Jokowi's clothing
implies his readiness to work and to serve the people.
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Jokowi is also known as the concept of
‘blusukan’/coming to the people directly and the
image is constructed through the simplicity of the
clothes he wears. Jokowi's speech style seems flexible
but with pressure that implies his courage in facing
anything for the sake of the nation and country.
Jokowi does not have pet but once he upload the
releasing birds in the Bogor botanical garden. It
seems that Jokowi portrays himself as a leader who
'frees' his people. Jokowi's efforts to aspire his
openness to the millennials are by uploading many
kind of images that are close to them, such as the
narration that Jokowi is a metalhead and this has been
implemented several times by attending music events.
On several occasions Jokowi was seen riding a
custume motorbike with locally made clothing. It
portrays Jokowi as a leader who is close to and
strongly supports the creativity of the millennial
generation.

4

CONCLUSIONS

In the practice of contemporary politics in Indonesia,
The role of Instagram cannot be ignored because it is
able to distribute the image that accordant to the
politician. Instagram has disrupted the establishment
of political practices so that cultural capital and social
capital also change. Therefore, Instagram is very
important in the practice of digital politics in
Indonesia.
This was well realized by politicians and towards
the Presidential Election, the two presidential
candidates were aware of the importance social media
role in a political practice. Although the two
candidates for President of the Republic of Indonesia,
Jokowi and Prabowo did not make their personal
Instagram account the main campaign media but
implicitly still narrated their political image.
In this study we found the same pattern between
the two candidates, which is ‘biographical’ with the
following classifications: (1) Meeting Type which is
the meeting with important people—especially
religious leaders and political figures, (2) Family
Type, the uploads about family, and (3) Personal
Type, the uploads of the relevant self-image. In the
three types of uplads, Jokowi is more eminent
considering his status as incumbent.
Jokowi and Prabowo narrate the image which
were constructed through the aesthetic mechanism
quoting Ranciere ‘the distribution of the sensible’
because it tries to distribute the aspirations of its
audience—especially
millennials.
Indonesian
Millennial are divided into two political

consciousnesses, the New Order and the
Reformation. And from the results of the research that
we did, the two Presidential candidates had
significant differences in narrating their political
image.
The results of our analysis of the three types of
uploads, Jokowi represents a new political values
while Prabowo represents old political values and
tends to be ‘New Order-Ish’. Although Jokowi, in the
Meeting Type uploaded many meetings with the
Kyai—a construction of political culture in Indonesia
that had existed throughout the history. In the Family
and Personal Type uploads, there is a clear dichotomy
between Jokowi and Prabowo because both have and
represent two very opposite; Jokowi with his new
values and Prabowo with his old values. Jokowi was
coming from nothing; Prabowo was coming from
something great—the family. Jokowi construct his
images as a leader who born from the people while
Prabowo portrays himself as ‘heir to the Indonesia
political and leadership throne’. Jokowi and Prabowo
portrays themselves as a different leader even though
in some uploads it continues to portray leadership
with Indonesian (Javanese) political culture.
This research has many shortcomings and there
are many things that can be explored more deeply.
Through this research we hope to be able to provide a
kind of picture of contemporary Indonesian political
practice through social media, especially Instagram
through cultural capital, social capital, and how
aesthetic mechanisms construct and distribute the
sensibility of the aspirations of its audience—
millennial.
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Abstract:

Globalization enables people to be a part of a global community and live with global cultures. Nowadays,
modern transportations and the advancement of information technology ease people to interact. Their
interaction through different languages will automatically make a ‘dialog’ among cultures possible. Besides,
translation also plays an important role in the spread of global cultures. As language is a part of human culture,
inevitably, there is an exchange of cultures between the languages involved. This paper discusses the
enrichment of Indonesian culture though translation from English into Indonesian. In the translation process,
cultural words in English as the source language (SL) are transferred into Indonesian as the second language
(TL). To illustrate how English words have entered Indonesian vocabulary, some works of translation
including letters, novel, and textbook from English into Indonesian were investigated. As a result, it was
revealed that English words are incorporated into Indonesian vocabulary through different ways which are
classified into four types, namely (1) Pure borrowing (loanword), (2) Naturalized Borrowing, (3) Natural
Equivalent, and (5) Created Equivalent. The latter, then, results in similar type called Newly Localized
Equivalent. Besides, it is inferred that the influencing factors are the Indonesian goverment’s policy and the
widening scope if cultural words.

1

INTRODUCTION

In the global era, where we live now, borders among
countries are no longer restrictions for citizens to
interact. The advancement of technology in forms of
modern transportation and information technology
makes it all possible. Nowadays, people can easily
reach different places overseas by modern subways,
ships, and planes. Besides, they can interact with
other people including those in distant places through
their cell phones and internet. They can access any
information and knowledge with ease. Through their
interaction with different people and languages,
inevitably, there will be an exchange of culture.
People will not only learn their own cultures, but they
will learn the cultures of others. Interdependence is
the watchword for a world beset by obstacles to
understanding. As Godev said we learn our way out
of isolation, out of misperception of others, into
networks and communities large and small, physical
and virtual (2018:vii).
Another activity that also contributes to the
enrichment of culture is translation. It is also
considered as one of the entry points through which
foreign cultures can be learned by translation readers.

The case also happens to Indonesian culture.
Therefore, the situation is interesting to be discussed
in this paper. Many culturally specific items in
English have enriched local cultures through the
transference of the cultural words into Indonesian. In
this case, English is called the source language (SL),
while Indonesian is the target language (TL).
However, as a matter of fact, not only the culturally
specific items that have enriched the wealth of
Indonesian culture, but also other lexical items, like
technical terms. The stocks of foreign words or terms
in the long run have enriched Indonesian vocabularies
through the translation of many sources, like
textbooks, literary works, holy books, documents,
manuals, news, and advertisements. It is clear now
that language and translation process have made a
‘dialog’ among various cultures possible.
Language and culture are two entities which are
closely related. In fact, the two can be distinguished
but not separated. To show the close relationship
between language and culture, Lotman, as well as
Sapir and Whorf, stated that ‘No language can exist
unless it is steeped in the context of culture; and no
culture can exist which does not have at its center, the
structure of natural language.” Furthermore, he said
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that language is the heart within the body of culture,
and it is the interaction between the two that results in
the continuation of life-energy. In the same way that
the surgeon, operating on the heart, cannot neglect the
body that surrounds it, so the translator treats the text
in isolation from the culture at his peril (in Bassnett,
2005: 23).
The principles of translating texts are based on
diverse definitions of translation. One of the
definitions is proposed by Larson (1998:6) stating
that the best translation is the one which (1) uses the
normal language forms of the receptor language, (2)
communicates, as much as possible, to the receptor
language speakers the same meaning that was
understood by the speakers of the source language,
and (3) maintains the dynamics of the source
language text. Maintaining the “dynamics” of the
source language text means that the translation is
presented in such a way that it will, hopefully, evoke
the same response as the source text attempted to
evoke. He added that to do effective translation, a
translator must discover the meaning of the source
language and use receptor languge forms which
express it in a natural way. However, to certain words
or terms whose concepts do not exist or are not
recognized in the receptor language are still used as
pure borrowings (loanwords), while others have been
naturalized or have got their equivalents.
Both pure and naturalized borrowings, as well as
the items which have got equivalents, in principles,
have enriched the cultures of Indonesia. Some
examples of cultural words are ‘hamburger’, ‘villa’,
‘keramik’ (Engl. ‘ceramic’), ‘direktur’ (Engl.
‘director’), ‘pramugari’ (Engl. stewardess) and ‘wali
kota’ (Engl. mayor). Those examples show that,
realized or not, Indonesian have benefited from the
interaction of cultures in which many of them are as
a result of translation process. Those lexicons have
colored our daily expressions or utterances that
enable us to communicate many things. Now, the
problems are (1) how are the English cultural terms
incorporated into Indonesian vocabulary? and (2)
what factors cause the enrichment of Indonesian
culture?

2

THEORETICAL REVIEW

Many scholars and experts have proposed their
definitions of translation. Though they are on the
same ground, they tend to vary in defining the activity
of translation. One of the definitions is proposed by
Larson (1984:3) stating that translation consists of
studying the lexicon, grammatical structure,
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communication situation, and cultural context of the
source text (ST), analyzing it in order to determine its
meaning, and then reconstructing this same meaning
using the lexicon and grammatical structure which are
appropriate in the receptor language and its cultural
context. From the definition, it is said that a translator
tries to reconstruct the meaning in the target text (TT)
that is the same as its meaning in ST by considering
the lexicon, grammatical structure, communication
situation, and cultural context of both ST and TT.
Culture is one of important factors that is
influential in transferring the meaning or message
from ST to TT. The reason is that the language pairs
do not only have their own linguistic structures, but
they also have different cultural backgrounds. Related
to the culture, Tischler defines it as all that human
beings learn or do, to use, to produce, to know, and to
believe as they grow to maturity and live out their
lives in the social groups to which they belong
(1996:70). Meanwhile, Newmark defines culture as
the way of life and its manifestations that are peculiar
to a community that uses a particular language as a
means of expression (1988:94). Then, he divides it
into seven categories, they are (1) ecology which
covers flora, fauna, wind, valley, and mountains, (2)
material culture or artefact which covers food, cloth,
housing and city, transportation (3) social culture
which covers work and leisure, (4) organization
which covers customs, activities, procedures,
political and administrative concepts, religion, arts,
and (5) gestures and habits.
In line with the definitions of culture above, Katan
(1999/2004) in Routledge Encyclopedia of
Translation Studies (2009:70) states,
‘Until the birth of anthropology, culture referred
exclusively to the humanist ideal of what was
considered ‘civilized’ in a developed society. Since
then, a second meaning of culture as the way of life of
a people has become influential. With the development
of disciplines such as cultural studies, a third meaning
has emerged which attempts to identify political or
ideological reasons for specific cultural behavior.’

Therefore, in translating culturally specific items,
a translator does not only try to discover their
equivalents in linguistic aspects, namely words,
phrases, clauses and sentences from the SL into the
TL, but also to discover the cultural equivalents
which cover those linguistic aspects from the SL into
the TL, and the proper translation strategies to
describe something in another language.
In translating meanings or messages from SL into
TL, a translator employs certain methods or
procedures. According to Vinay and Darbelnet in
Venuti (2000: 84-93), there are seven methods or
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procedures of translating, namely (1) Borrowing, a
word taken from another language, e.g., the English
word ‘bulldozer’ has been incorporated directly into
other languages. This method is further distinguished
into ‘Pure and Naturalized borrowings’ by Molina
and Albir (2002:510). Pure borrowing is to take a
word or expression from another language without
any change, while Naturalized borrowing is done
with change to fit the spelling rules in TL; (2) Calque,
a foreign word or phrase translated and incorporated
into another language, e.g., ‘fin de semaine’ from the
English ‘weekend’. (3) Literal Translation, word for
word translation, e.g., ‘The ink is on the table’ and
‘L’encre est sur la table’. (4) Transposition, a shift of
word class, i.e., verb for noun, noun for preposition
e.g., ‘Expéditeur’ and ‘From’. When there is a shift
between two signifiers, it is called crossed
transposition, e.g., ‘He limped across the street’ and
‘Il a traversé la rue en boitant’. (5) Modulation, a shift
in point of view. Whereas transposition is a shift
between grammatical categories, modulation is a shift
in cognitive categories. Vinay and Darbelnet
postulate eleven types of modulation: abstract for
concrete, cause for effect, means for result, a part for
the whole, geographical change, etc., e.g., the
geographical modulation between ‘encre de Chine’
and ‘Indian ink’. (6) Equivalent, which accounts for
the same situation using a completely different
phrase, e.g., the translation of proverbs or idiomatic
expressions like, ‘Comme un chien dans un jeu de
quilles’ and ‘Like a bull in a china shop’; and (7)
Adaptation, a shift in cultural environment, i.e., to
express the message using a different situation, e.g.
‘cycling’ for the French, ‘cricket’ for the English and
‘baseball’ for the Americans. In practice, certain
methods or procedures above are used in the process
of incorporating words or terms from another
language. Likewise, the case is also adopted by
Indonesian in which cultural and technical words
from other languages, English in this case, have
enriched Indonesian vocabulary.
Another factor that also affects a translation is the
orientation of a translator towards ST or TT. If he
gives an emphasis on ST, he prefers an ideology of
Foreignization but if he gives an emphasis on TT, he
prefers the ideology of Domestication (Newmark,
1988:45). His preference of ideology can be seen
from the methods he applied in translating a text. If
the methods applied involve ‘Word-for-word
translation’,
‘Literal
translation’,
‘Faithful
translation’, and ‘Semantic translation’, the
translation ideology is Foreignization. Meanwhile, if
the ones applied involve ‘Adaptation translation’,
‘Free translation’, ‘Idiomatic translation’, and

‘Communicative translation’, the translation ideology
is Domestication. In practice, however, a translator
may apply more than one method altogether.
Newmark (1988) shows the tendency of applying
translation methods in the form of V diagram.

3

METHODOLOGY

This study applied library research method in which
the writer investigated the data through translations of
business letters, novel, and textbook from English
into Indonesian. The sources of data include a book
entitled ‘Business Letters, Surat-Surat Business’, a
novel entitled ‘Animal Farm’, and a textbook entitled
‘Principles of Language Leaning and Teaching, Fifth
Edition’. All of them are in English and Indonesian
versions. The data are in forms of words and phrases
in both SL and TL. They were, then, identified and
classified so that the phenomena can be described and
presented in tables. In addition, similar data of the
same types were added to elaborate the descriptions.

4
4.1

DISCUSSION
The Process of Incorporating
English Cultural Terms into
Indonesian Vocabulary

Following will be shown some cultural and technical
words which are originally from English and have
become an integral part of Indonesian language.
Supported by a number of data from the translation of
letters, novel, and textbook, then followed by some
additional data of the similar types, the incorporation
of loanwords from English into Indonesian can be
shown below.

4.1.1 Pure Borrowing (Loanwords)
Some sentences which include data categorized as
borrowings are as follow.
•
SL: Please send me a literature you may have
on your new range of ‘audio’ and ‘video’
entertainment accessories.
•
TL: Tolong kirimkan bahan-bahan apa saja
yang Anda miliki tentang perlengkapan
hiburan ‘audio’ dan ‘video’. (p. 28-29)
•
SL: We are a prominent ‘dealer’ of television
and radio set and ‘transistors’ in the city. We
have a beautiful ‘showroom’ at Bedok
Shopping Complex, Bedok Road.
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•

•
•

TL: Kami adalah ‘dealer’ ternama dari televisi
dan audio serta ‘transistor’ di kota ini. Kami
mempunyai ‘showroom’ yang indah di
Kompleks Perbelanjaan Tanaro (p. 30-31).
SL: Our ‘total’ requirement at present is 5000
copies.
TL:‘Total’ permintaan kami sekarang
sebanyak 5000 kopi. (p. 40-41).

Loanwords from the translations above and some
additional examples can be seen in table 1 below.
Table 1: Pure Borrowings
No.
1
2
3
4
5

English
audio
video
dealer
transistor
showroom

Indonesian
audio
video
dealer
transistor
showroom

Beside the loanwords listed above, there are many
words of this type, like ‘laundry’, ‘cash flow’, ‘talk
show’, ‘door prize’, ‘drum band’, ‘upgrade’,
‘pudding’, ‘charger’, ‘keyboard’, and ‘shower’. As
the name called, Pure Borrowing, this type of
loanwords has the same spelling and pronunciation as
the English version. Sometimes, such loanwords are
intentionally used by speakers in Indonesia to give
impression that something is prestigious, scientific, or
exotic. For example, the use of the word ‘barber’
instead ‘tukang cukur’, ‘dinner’ instead of ‘makan
malam’, ‘waterfront’ instead of ‘lokasi dekat air’,
‘apartment’ instead of ‘rumah susun’ and ‘shopping’
instead of ‘belanja’ is preferable.

•

•

SL: With the ring of light from his ‘lantern’
dancing from side to side, he lurched across
the yard, kicked off his ‘boots’ at the back
door, drew himself a last glass of ‘beer’ from
the barrel in the scullery, and made his way up
to bed, where Mrs. Jones was already snoring.
(p. 1)
TL: Dengan membawa penerangan temaram
dari ‘lentera’ yang bergoyang ke kiri dan ke
kanan, ia menendang pintu belakang dengan
‘sepatu botnya’, kemudian menenggak segelas
‘bir’ yang dituang dari barel di ruang pencuci
alat-alat dapur, kemudian bergegas menyusul
istrinya yang sudah mengorok di tempat tidur.
(p.1):
Table 2: Naturalized Borrowings
No.
1
2
3
4
5

English
brochure
copy
counter
lantern
boot

Indonesian
brosur
kopi
konter
lentera
(sepatu) bot

Some other words similar to the type above are
‘beer’ to ‘bir’, ‘resolution’ to ‘resolusi’, ‘majority’ to
‘mayoritas’, ‘tyranny’ to ‘tirani’, ‘gallon’ to ‘galon’,
‘character’ to ‘karakter’, ‘cellular’ to ‘seluler’,
‘bureaucracy’ to ‘birokrasi’, ‘councelor’ to
‘konselor’, dan ‘hallucination’ to ‘halusinasi’.
Compared to pure borrowing, naturalized borrowing
is much more productive in enriching the stocks of
vocabulary of Indonesian language.

4.1.3 Naturalized Borrowing
4.1.2 Naturalized Borrowing
Some sentences which include data in the form of
naturalized borrorings are as follow.
•
SL: The enclosed ‘brochure’ was printed in
single color, but we need at least 50% of the
‘copies’ in two colors. Our ‘total’ requirement
at present is 5000 ‘copies’.
•
TL: ‘Brosur’ terlampir dicetak dalam satu
warna, tetapi kami memerlukan paling tidak
50% dalam dua warna. Total permintaan kami
sekarang sebanyak 5000 ‘kopi’. (p. 40-41)
•
ST: We intend to open a video and radio
cassette library at a sales ‘counter’.
•
TL: Kami juga bermaksud membuka
perpustakaan digital serta ‘konter’ penjualan.
(p. 30-31)

54

Some sentences including the data classified as
natural equivalent are shown below.
•
SL: Please send me a literature you may have
on your new range of audio and video
‘entertainment accessories’.
•
TL: Tolong kirimkan bahan-bahan apa saja
yang Anda miliki tentang ‘perlengkapan
hiburan’ audio dan video. (p. 28-29)
•
SL: We are setting up a new office cum
showroom at Kebon Jeruk, Jakarta Barat, next
month and would be interested in placing a
large ‘order’ for office ‘stationary’.
•
TL: Kami sedang mebangun sebuah
showroom kantor baru di Kebun Jeruk, Jakarta
Barat bulan depan. Kami sepertinya tertarik
untuk melakukan ‘pemesanan’ dalam jumlah
besar untuk ‘alat-alat tulis’ kantor. (p. 34-35)
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•

SL: We would like to know about the whole
range of school bags and ‘rain coats’. As we
are major ‘suppliers’ of these items to many
educational institutions, we are in a position to
place large orders to you with affordable
prices and ‘discounts’ included.
TL: Kami ingin mengetahui semua jenis tas
sekolah dan ‘jas hujan’ tersebut. Kami adalah
‘pemasok’ utama produk-produk tersebut ke
beberapa lembaga sekolah, karena itu kami
akan memesan dalam jumlah besar di
perusahaan Anda jika harga-harganya
kompetitif dan ada ‘potongan harga’. (p. 3637)

•

Table 3: Natural Equivalent
No.
1
2
3
4
5

English
entertainment
accessory
order
stationary
rain coat

Indonesian
hiburan
perlengkapan
pemesanan
alat-alat tulis
jas hujan

This type of words is not called loanwords
because the English foreign words are not borrowed,
neither pure nor naturalized. The English words or
terms have got their equivalents in Indonesian.
Sometimes, however, certain concepts have not been
lexicalized yet in Indonesian. So, when some English
terms are introduced, the equivalents will readily
‘appear’. Beside the words listed in the table 3 above,
there are many equivalents widely known and used
by Indonesian native speakers, like ‘discount’ to
‘potongan
harga’,
‘retail’
to
‘eceran’,
‘advertisement’, to ‘iklan’, ‘newspaper’ to ‘surat
kabar’, ‘hoax’ to ‘berita bohong’, ‘down payment’ to
‘uang muka’, ‘spare part’ to ‘suku cadang’, ‘voting’
to ‘pengambilan suara’, ‘master of ceremony’ to
‘pembawa acara’, and ‘airport’ to ‘bandara’. Because
some equivalent terms are not available in
Indonesian-English dictionaries or vice versa, it is
important for translators or interpreters to understand
them. So, their translations will sound natural and, of
course, acceptable to target readers.

4.1.4 Created Equivalent
This kind of equivalent is usually related to technical
words. In line with the fast growing information
technology and global information, many new terms
continuously come up whose equivalents are not
readily available in Indonesian. Therefore, as part of
its policy, the government, through Institution of
Language Building and Development (Ind: Lembaga

Pembinaan dan Pengembangan Bahasa) tries to create
equivalents which be easily understood by Indonesian
people. This equivalents are created either by
applying a translation strategy called ‘calque’ or other
ways. Sometimes, they are not created on the basis of
certain rules, but based on certain considerations, for
examples, based on the function, the form or
construction, and characteristic. The examples of the
created equivalents are shown in table 4 below
Table 4: Created Equivalent
No.
1
2
3
4
5
6
7
8
9
10

English
track record
lifevest
CCTV
assembly point
flyover
green house
skyscraper
roadmap
blue print
rotten loan

Indonesian
rekam jejak
pelampung pengaman
kamera pengawas
titik kumpul
jembatan layang
rumah kaca
gedung pencakar langit
peta jalan
cetak biru
kredit macet

As can be seen in the above table, the equivalents
‘rekam jejak’, ‘pelampung pengaman’, ‘CCTV’, and
‘titik kumpul’ are created based on the function
relevant to their English counterparts. Then, the
equivalents ‘jembatan layang’, ‘rumah kaca’, and
‘gedung pencakar langit’ are created based the form
or construction. Meanwhile, the equivalents ‘peta
jalan’, ‘cetak biru’ and ‘rotten loan’ are created based
on the characteristic. Some other examples are
‘highway patrol’, ‘home industry’, ‘debt collector’,
‘layout’, and ‘touch screen’ whose created
equivalents are respectively ‘patroli jalan raya’,
‘industri rumahan’, ‘penagih utang’, ‘tata letak’, and
‘layar sentuh’.
Beside the aforementioned equivalents, there are
appearing equivalents which are newly localized in
Indonesian. Many of them are related to cultural
words or technical words whose concepts are new or
are not recognized yet by Indonesian speakers. The
incoming terms are then localized or assimilated into
Indonesian, so they sound Indonesian. As the created
terms are relatively new, it takes time for the terms to
be understood by people. In other words, the newly
created equivalents are in the process of socialization.
Those words are sometimes introduced by presenters
in seminars, teachers in classroom interactions, public
figures invited in talk shows, newspaper, and
publications.
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Table 5: Newly Localized Equivalent
No.
1
2
3
4
5
6
7
8
9
10

English
survivor
gadget
sophisticated
upload
download
mouse
netizen
online
scan
cyber

Indonesian
penyintas
gawai
gahar
mengunggah
mengunduh
tetikus
warganet
daring
memindai
dunia maya

Compared to Created Equivalents, Newly
Localized Equivalents cannot be easily understood
from their English counterparts. However, they are of
the same nature in which both of them are created.
There are no certain rules used to create this type of
equivalent. Sometimes, the Indonesian equivalents
have nothing to do with the English ones. For
examples, ‘penyintas’, ‘gawai’ and ‘gahar’ in
Indonesian. Here, there is no relationship between
their English counterparts, ‘survivor’, ‘gadget’, and
‘sophisticated’. Unlike the three words, the terms
‘mengunggah’,
‘mengunduh’,
‘tetikus’,
and
‘warganet’ in Indonesian can be traced from the
meaning elements of their English counterparts. Both
‘mengunggah’ and ‘mengunduh’ are created based on
the definitions of the words ‘upload’ and ‘download’.
‘Upload’ means ‘to move data to a larger computer
system from a smaller one’, while ‘download’ is the
opposite that means ‘to move data to a smaller
computer system from a larger one’. In Indonesian,
the word ‘unggah’ is a root verb that means ‘raise or
put something to a higher place’, while ‘unduh’ is a
stem verb that means ‘to pick fruit from tree’. Then,
the prefix ‘meng-‘ attached to the two words mean
‘the act of doing’. So, the equivalents become
‘mengunggah’ and ‘mengunduh’. Likewise, the terms
‘tetikus’ and ‘warganet’ are derived from the
corresponding meanings of the counterparts in
English. The word ‘tikus’ is a noun that means
‘mouse’. The prefix ‘te-‘ used to form ‘tetikus’ is
used to say that it is not a real mouse. It refers to the
shape that is like a mouse. Meanwhile, ‘warganet’ is
composed of two words ‘warga’ and ‘internet’ that
are derived from the meanings of the corresponding
English word ‘netizen’ which are composed of ‘net’
from ‘internet’ and ‘-zen’ from ‘citizen’. In brief,
though some equivalents can be traced from the
meaning of their English counterparts, there are no
rules used to form the newly created equivalents.
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4.2

The
Factors
Causing
the
Enrichment of Indonesian Culture
through Translation

As shown in the examples above, there are a lot of
English words or terms which have successfully
enriched Indonesian vocabulary. Many of them have
played an important role as their existence has filled
in the concepts which are completely new or at first
not recognized by native speakers of Indonesian.
Most of the concepts are related to the birth of new
inventions in the field of technology. Some terms,
like ‘printer’, ‘SIM card’, update’, ’flash disk’,
‘keyboard’, and ‘broadband’ are still maintained in
their original versions, while some others have been
adapted to fit the orthography and pronunciation
system of Indonesian, like ‘cellular‘ (Ind: ‘seluler’),
‘photo copy’ (Ind: ‘foto kopi’), ‘flyover’ (Ind:
‘jembatan layang’), ‘E-mail’ (Ind: ‘surat elektronik’),
’green house’ (Ind: ‘rumah kaca’), and ‘online’ (Ind:
‘daring’). The culturally specific terms which are
borrowed in their original versions are, such as
‘wallpaper’, ‘talk show’, ‘box office’, ‘grand
opening’, ‘open house’, ‘stereotype’, ‘supermarket’,
‘startup’, and ‘platform’, while the naturalized ones
are ‘campaign’ (Ind: ‘kampanye’), ‘migration’ (Ind:
‘migrasi’), ‘abrasion’ (Ind: ‘abrasi’), ‘property’ (Ind:
‘property’), ‘glamour’ (Ind: ‘glamor’), and
‘pamphlet’ (Ind: ‘pamplet’).
From the above discussion, it is revealed that the
Indonesian government is quite open to new
civilization of technology. Likewise, the Indonesian
community in general are not ‘allergic’ to the growth
of global technology and cultures. In term of culture,
it does not mean that Indonesian community are
willing to apply all foreign cultures, but they would
rather incorporate and use the terms for the sake of
communication. Customs of foreign cultures will be
accepted and applied only if they agree with
Indonesian or Eastern cultures.
Related to the definition of culture, Tischler
(1996:70) states that ‘the culture is all that human
beings learn or do, to use, to produce, to know, and to
believe as they grow to maturity and live out their
lives in the social groups to which they belong’. It
means that all of the foreign words including
technical words are also cultural words. In other
words, not only words related to customs and foods,
like, ‘open house’, ‘barbeque’, ‘pizza’, ’hamburger’,
‘carnival’ (Ind: ‘karnaval’), and ‘culinary’ (Ind:
‘kuliner’) but also cover loanwords related to
technology, like ‘radiator’, ‘parabola’, ‘upgrade’,
‘escalator’ (Ind: ‘eskalator’), ‘satellite’ (Ind:
‘satelit’), and ‘power bank’ (Ind: ‘penyimpan daya’).
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Even, they cover specific culture behaviors (see
Katan in Baker, 2009) including terms related to
politics and law, like ‘campaign’ (Ind: ‘kampanye’),
‘corruption’ (Ind: ‘korupsi’), ‘bureaucracy’ (Ind:
‘birokrasi’), ‘party’ (Ind: ‘partai’), ‘cabinet’ (Ind:
‘cabinet’), ‘ambassador’ (Ind: ‘duta besar’), ‘prime
minister’ (Ind: ‘perdana menteri’), ‘justice
collaborator’, ‘lawyer’ (Ind:’pengacara’), and ‘law
firm‘ (Ind: ‘kantor hukum’).
Therefore, it is clear now that the enrichment of
Indonesian culture through translation, for the first
reason, is caused by the government’s policy to
accept foreign cultures, as long as they do not
contradict Indonesian culture, and the second reason
is the widening scope of culture. The meaning of
culture has included wider scope, like technology,
politic, and law.
As a matter of fact, there have been a lot of
English cultural words which have enriched
Indonesian vocabulary. With them, people can
communicate many things in line with the growth of
global culture. This condition is different from the
situation in Anglo-America in which through it
policy, supported by the strong economy of local
publishers, its government tries to protect the nation
from incoming foreign cultures (Hoed, 2006:85). In
translation process, foreign terms are, as far as
possible, assimilated to its local culture. If the cultural
terms are new concepts in the country, their
equivalents will be created or localized. In this way,
cultural values in SL will ‘fade away’. On the
contrary, the country massively published English
books to be exported to different countries in the
world including Indonesia. It is done in order that its
cultures are spread and known by people in other
countries. In the context of translation, the
government policy tends to apply Domestication
Ideology (Newmark, 1988:45). It means that the
government tries to domesticate and assimilate
foreign cultures into its national language.
Then, what happens to Indonesian culture? As
discussed above, a lot of English cultural words or
terms have been in use in Indonesia through the
process of pure borrowing, naturalized borrowing,
natural equivalent, and created equivalent. It can be
seen here that the ideology applied by the government
is both Foreignization and Domestication. Though
some terms have been naturalized or even created, if
the concepts are not recognized by native speakers of
Indonesian, the words, automatically, have enriched
Indonesian culture. Applying both ideologies, there
are no obstacles for foreign cultural words to get into
Indonesian vocabulary. In this way, the culture of
Indonesia will be continuously enriched. In brief, the

process of how English cultural words are
incorporated into Indonesian language can be
illustrated in the following figure.

Figure 1: The Process of Incorporating Cultural Words into
Indonesian.

Regarding the page layout, authors should set the
Section Start to Continuous with the vertical
alignment to the top and the following header and
footer:
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CONCLUSIONS

As a part of global world, Indonesian people interact
with people of other countries, either directly or
indirectly. The advancements of modern technology
that make it all possible. Their interactions have
enabled them to adopt and adapt other cultures. Based
on the discussion above, a lot of cultural words in
English have become an integral part of Indonesian
culture. Those words are incorporated into Indonesian
vocabulary through different processes, namely Pure
Borrowing, Naturalized Borrowing, Natural
Equivalent, and Created Equivalent. Related to the
latter, there is similar form called Newly Localized
Equivalent. Both of them are the same in nature that
is to be created. Different processes in establishing
equivalents indicate that Indonesian government
applies both translation ideologies, namely
foreignization and domestication.
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Abstract:

The Orff schulwerk is one of the creative approaches in the music learning process. The aim of this approach
is to develop the sense of ‘pulses, meters, tempos, and rhythms’ physically by expressing those elements of
music through movement and music activities. In our research, we propose to apply this approach to improve
the pedagogical competency of teacher candidates that will be needed when they have to teach music in
school. By using the method of action research, teacher candidates are treated to apply this approach. The
findings is the understanding of Orff schulwerk approach in the music learning process is depend on the
teacher candidates’ confidence to express their musical ideas freely. The result show that the more freely they
expresses their musical ideas through exploration activities, the better the improvement of their pedagogical
competency in teaching music. The conclusion is the application of Orff schulwerk approach can improve the
teacher candidates’ pedagogical competency as long as they understand that teaching music in school is not
to make professional musicians, but to foster the characters of students that related to the educational goals in
the school curriculum of Indonesia, i.e. the students character building.

1

INTRODUCTION

Music cannot be separated from the human life. The
fact, music is enjoyed and learned by the peoples all
over the world, both formally and informally. Related
to the reality, Hargreaves, Marshall, and North stated
that, “Music has cognitive, emotional, and social
functions for all of us: and the social functions of
music are manifested in three main ways in everyday
life, namely in the management of selfidentity,
interpersonal relationships, and mood.” The same
perspective of the benefit of music is stated by Susan
Hallam (2010) that the general attainment may be
influenced by the impact that music has on personal
and social development.
Playing an instrument can lead to a sense of
achievement; an increase in self-esteem; increased
confidence; persistence in overcoming frustrations
when learning is difficult; self-discipline; and provide
a means of self-expression. These may increase
motivation for learning in general thus supporting
enhanced attainment. … Participating in musical
groups promotes friendships with likeminded people;
self-confidence; social skills; social networking; a
sense of belonging; team work; self-discipline; a sense
of accomplishment; co-operation; responsibility;

commitment; mutual support; bonding to meet group
goals; increased concentration and provides an outlet
for relaxation (Hallam, 2010).

In music education, the specific goal of using
music can build the atmosphere of learning needed to
improve the teaching and learning activities. Based
on the benefits of music in education, there are some
methods or approaches offered by some experts of
music education. One of the approaches that more
focused on learning music creatively and related to
the children life is the Orff schulwerk that pioneered
by German Composer, Carl Orff (1895 – 1982), and
his colleague, Gunild Keetman (1904 – 1990). Orff
schulwerk can be said as an approach to music
education (Cunha and Carvalho, 2012; Long, 2013).
Its foundation was concerned with the child: the
needs of the child and the emphasis on nourishing the
musicality of each child through elemental activities
in music and movement. The Orff teaching process
involves singing; body percussion; playing on a
variety of both tuned and un-tuned instruments;
movement and dancing; and speech activities to
encourage active music making. It can be said that the
practices of Orff schulwerk approach is important to
learn because it highly focus on music learning
actively. The purposes of this method are to develop
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the sense of ‘pulses, meters, tempos, and rthythms’
physically by expressing those elements of music
through movement and music activities (Stewart,
2013). The output of this approach relies heavily on
the teacher as a facilitator in the learning process.
Teacher is one of the important elements in the
learning process in every stage of education. Like
Stewart, Southcott (2012) also stated that.
Orff believed that music education for young children
should start as early as possible and that such
education should not be delivered through mere singing
or instrument playing but through the involvement of
the whole body. The Orff pedagogical strategies enable
children to learn music through constantly integrated
mental, physical and sensory engagement through the
experiences of moving, singing, chanting and playing
instruments.

The Department of Music Education, the Faculty
of Art and Design (FPSD), the Indonesia University
of Education (UPI) is the one of the higher education
institutions that provide music education for teacher
candidates in school. Based on our survey, many
teachers in schools have many problems, especially
when they are required to teach that combine music
with other arts, i.e. dance, visual art, and theater, such
as the art and culture lesson in 2013 Curriculum.
Because the Orff schulwerk approach involves music
and movement as well as speech activities so that its
application in school can be seen as a solution to
improve the teacher candidates’ pedagogical
competency.
The problem in this research focus on the
application of Orff schulwerk approach. Some
questions that need to be solved are: 1) what kind of
the Orff schulwerk approach that can be used to
improve the pedagogical competency of teacher
candidates?; 2) how teacher candidates can apply the
Orff schulwerk approach in music learning?, and 3)
how about the impact of teacher candidates’
understanding to the Orff schulwerk approach in the
improvement of their pedagogical competency?.
The objectives of this research are: 1) teacher
candidates have a better understanding to apply the
Orff schulwerk approach that can be used to improve
their pedagogical competency; 2) students as teacher
candidates know how to apply Orff schulwerk
approach in music learning, and 3) the understanding
of Orff schulwerk approach gradually can improve
teacher candidates’ pedagogical competency.
This research was taken place in the Department
of Music Education, FPSD UPI that located in
Bandung City, West Java. The participants of this
research were some students as teacher candidates
who attended the course of the Music Learning
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Methodology as a subject that must be studied by all
of the students.

2

RELATED
WORKS
LITERATURE REVIEW

/

The topic about the Orff schulwerk approach have
ever written by some researchers. One of them is
Stewart (2013) in her master thesis, Facilitating
Elemental Composition in an Orff Classroom. In her
research findings, Stewart explained that.
the most successful pedagogical strategies that
facilitated successful outcomes for this group of
students were: creating a safe and supportive
environment; facilitation of collaborative learning;
encouraging and empowering the children to make
connections to, and draw on, their previous learning;
facilitating opportunities for in-depth reflection by the
peer group and the students themselves; providing
constructive feedback and feed-forward; the provision
of sufficient time and opportunity; the use of humour;
teacher modelling: ensuring the aims and expectations
are clear and managing classroom behaviour (Stewart,
2013).

Stewart’s findings above showed that the teachers
who have a good pedagogical competency in music
learning at school are those of who understand about
the Orff schulwerk approach so that they can
empower their students’ musicality in the classroom.
Unfortunately, she did not explain about music
teachers or teacher candidates who were unfamiliar
with it. Differ from Stewart, in our study (Gustina et
al, 2017), teacher candidates are introduced to the
Orff schulwerk approach that focus on improving
students’ creativity. As their pedagogical competency
increase then they can create a safe and supportive
environment; facilitate collaborative learning;
encourage and empower the children to make
connections to, and draw on, their previous learning;
facilitate opportunities for in-depth reflection by the
peer group and the students themselves; and so on.
Other findings of Stewart’s research is related to
Orff media and Orff pedagogy. In her thesis she stated
that,
In investigating the general nature of activities, this
study found that the most successful were those that:
explored Orff media and utilised Orff pedagogy;
energised and focussed the participants; involved the
children in practical music making where they were
using their whole bodies to sing, move and play; were
scaffolded and allowed children to enter at a level that
was comfortable for them; had clear links to both the
short and long-term goals; and made links to children’s
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lives and experiences. The specific activities that the
students found most successful were those that explored
... and provided opportunities for improvisation and the
playing activities, with both body and untuned
percussion (Stewart, 2013)..

Stewart’s statement above clearly describe the
music teachers who have many experiences in
teaching music with Orff schulwerk approach to
achieve the goal of music learning. They understand
that music learning is not only limited to singing or
playing an instrument, but can also involves other
media that links to children’s lives and their
experiences, such as their body and un-tuned
percussion. But, based on some survey that we have
ever observed at the pre-schools and kindergartens in
some regencies in West Java, such as Cirebon and
Garut, generally teachers did not realise that the
students’ body or un-tuned percussion can be used as
learning media. Differ from Stewart, in our study,
teacher candidates are treated to do some explorations
that related to the Orff schulwerk approach, i.e. the
exploration of sound, space, and form that appropriate
to the ability of students in school (Gustina et al,
2017).
According to Stewart (2013), Orff schulwerk is a
child-centred approach to music education, which
uses songs, dances, rhymes, clapping games, poetry
and stories from the child’s world as the basis of
music and movement activities. Carl Orff, originator
of the approach, called this music and movement
activity “elemental” – basic, unsophisticated,
concerned with the fundamental building blocks of
music and movement. Therefore the Orff schulwerk
approach can be categorized as an approach that uses
student-centered paradigm. The same perspective
with Stewart, the research of student-centered
paradigm has been done by Gustina et al in 2006. In
this research Gustina et al concluded that
studentcentered paradigm can improve: the
motivation of students in the learning process, the
sensitivity to ‘feel’ the elements of arts (sound,
movement), the creativity in making music, and the
ability to solve problems. The results of this study
showed the lack of teachers’ ability to manage music
learning in the classroom with many students by
using studentcentered paradigm.
Based on both studies it can be said that there are
three major obstacles in implementing the Orff
schulwerk as student-centered approach, i.e. the
teachers’ understanding of the approach itself, the
using of learning materials that is based on the
students’ lives and experiences, and the ability to
manage the Orff schulwerk approach in the active
music making. These obstacles indicate that there is a

‘gap’ that can be ‘covered’ by doing another study
that focuses on the application of the Orff schulwerk
approach to improve the pedagogical competency of
teacher candidates (Gustina et al, 2017).

3

METHODOLOGY

3.1

Data

In this research, data was collected by observation to
the exploration done by five participants, both in
individual and group participation. Data consist of
three kind of exploration according to the Orff
schulwerk approach, i.e: exploration of space, sound,
and form. Data of each explorations is analysed in
qualitative approach. The exploration of space
explained the improvement of all participants to
explore the qualities of movement, such as light,
heavy, down, up, in, out, and so on (Choksy et al,
2001).
Participant

Exploration of
Space (the qualities of
movement)

Evaluation

1
2
3
4

The exploration of sound describe the
improvement of participants’ ability to play and
experiment with sound qualities, such as hard sounds,
soft sounds, wood sounds, metal sounds, and so on.
The first instruments are not of necessity any standard
ones, but rather natural instruments found or invented
by the participants, such as bottles, tables, chairs, etc.
The sounds produced on these ‘unusual’ instruments
are organized into simple forms that demand
beginnings and endings and involve a sense of
duration within defined limits. Sound sources are
grouped into families of like sounds and the whole is
worked into “pieces” not for performance but for
growth and development to the next stage of
exploration (Choksy et al, 2001).
Participant

Exploration of Sound
(experiment with
sound qualities)

Evaluation

1
2
3
4
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Data in the exploration of form occurs concurrently
with the exploration of space and sound. Movements
are organized into patterns, and patterns into dances.
Sounds are organized into compositions with like and
unlike phrases, introductions, and codas. The shapes
of movement and sound are diagramed and symbols
are invented to represent them (Choksy et al, 2001).
Participant

Exploration of Form
(shapes of movement
and sound)

Evaluation

1
2
3
4

3.2

Method

The research method that used is the action research.
Ferrance (2000) stated that, “action research is ... or
looking for ways to improve instruction and increase
student achievement. Rather than dealing with the
theoretical, action research allows practitioners to
address those concerns that are closest to them, ones
over which they can exhibit some influence and make
change”. In this kind of research, we will begin a
cycle of posing questions, gathering data, reflection,
and deciding on a course of action (Ferrance, 2000).
Following the Kurt Lewin’s model, we conduct our
research in three cycles. Each of the cycles involve
planning, action, observation, and reflection. The
three cycles of our research can be described as
follow:

4
4.1

RESULTS AND DISCUSSION
Results

The research is started with the explanation about the
Orff schulwerk to teacher candidates. Differ from
other music learning methods, the Orff schulwerk
approach focus on three kind of explorations, i.e.
exploration of space, sound, and form. This approach
also involve speech and the using of non-Western
instrument, such as gamelan.
The result of this research consists of three
elements, i.e. the exploration of space, sound, and
forms. In the exploration of space, the participant are
encourage to explore the qualities of movement, such
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as light, heavy, down, up, in, out, and so on. Body
positions are explored and experienced, without
discussion and without teacher-imposed definition.

Figure 3: Exploration of Sound: The sound from human
voice and body

Figure 1: Exploration of Space The participants do some
qualities of movement

In the exploration of sound, the participants play
and experiment with sound qualities, such as hard
sounds, soft sounds, wood sounds, metals sounds, and
so on. The first instruments are not of necessity any
standard ones, but rather natural instruments found or
invented by the participants, such as bottles, tables,
chairs, etc. The sounds produced on these ‘unusual’
instruments are organized into simple forms that
demand beginnings and endings and involve a sense
of duration within defined limits. Sound sources are
grouped into families of like sounds and the whole is
worked into “pieces” not for performance but for
growth and development to the next stage of
exploration.

Figure 4: Exploration of Sound: The sound from a pen that
being knocked against the wall

Figure 5: Exploration of Sound: The sound of a pen rubbed
against the bottle

The exploration of form occurs concurrently with
the exploration of space and sound. Movements are
organized into patterns, and patterns into dances.
Sounds are organized into compositions with like and
unlike phrases, introductions, and codas. The shapes
of movement and sound are diagrammed and symbols
are invented to represent them.

Figure 2: Exploration of Sound: The sound from a glass
plate and a fork

Figure 6: Exploration of Form A participant do some
movement patterns into ‘dance’ and the others response his
‘dance’ with sound into a ‘composition’

63

ICONARTIES 2019 - 1st International Conference on Interdisciplinary Arts and Humanities

A diagram that represent the shapes of movement
and sound that produced by the participant in this
research.

Figure 7: The diagram with symbols that represent the
movement and sound

Notes:
= both hands are above the head with the sound
from a glass plate and a fork (high sound)
= both hands are at the waist with the sound of
a pen rubbed against the bottle (medium sound)
• = walking movement with the sound of foot that
hit on the floor (low sound)

4.2

Discussion

Based on the result, it can be said that all the
participants in this research have a variety of their
ability to explore the spaces, sounds, and forms. At
the beginning in exploring the sound, for example,
they looked confused to find some sound sources
which can be identified as ‘music’. Their confusing
can be understood based on some reasons. The first is
their assumption that music only related to usual
instruments, such as guitar, piano, keyboard, and
violin. The second is their assumption that they will
teach music in school with usual activities, such as
singing, playing instruments, or choir. They have no
idea that all sources, including their body, can be used
as sound sources. It shows that their understanding of
‘what music is’ still limited. The participants also
have some weaknesses in exploring the form at the
beginning. The main of weaknesses of the
participants are the lack of confidence and the ability
to express musical ideas freely.
The ability to express musical ideas as well as
explore sound and space are the important elements
of Orff schulwerk approach (Choksy et al., 2001).
Sound exploration which involves musical elements,
such as pitch, rhythm, dynamic, and tempo developed
from the simple forms and gradually experimented
through practical experiences. Furthermore, those
elements are refined and developed to exploration and
experience in more difficult levels. And, at each steps
of the process the participants will practice.
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The same with Long (2012), in this research, all
the participants did the same pattern in all
exploration, i.e. observe – imitate – experiment –
create. First, the participants started to observe the
teacher, music, videos, other students, or any other
forms of watching someone actively “do" something
and indicated the pitch, duration, dynamic, tempo,
and timbre of it (observation). Second, they work on
developing basic skills in rhythmic speech, singing,
body percussion, playing instruments, and movement
by following the teacher's example (imitation). Third,
the participants can discover and explore the
possibilities available to them in both sound and
movement
(experimentation).
Finally,
the
participants are extending the skill as to the point
where they can initiate their own patterns
spontaneously (creation). Choksy et al (2001) also
stated that the pattern is repeated for each new
concept presented. In the process of individual to
ensemble, although the participants must discover the
qualities of space, sound, and form for themselves,
each individual simultaneously contributes to the
group as a whole, and that community of individuals
becomes the ensembles (Choksy et al, 2001).
The result shows that the confidence and courage
of the participants to express musical ideas gradually
increased after practicing this approach in the process
of learning. Therefore, it can be said that Orff
schulwerk approach is useful to achieve some goals,
such as: 1) to support a sense of togetherness or
community, 2) to understand the music organization,
3) to understand music as art, 4) to develop musical
freedom, 5) to strengthen the development of
individual musical, 6) to perfect the play capability,
7) to develop the self-confidence, and 8) to increase
students’ appreciation. Stewart (2013) stated that
because of its benefit, refer to Orff pedagogy, the
pedagogical strategies that can be successfully used
are: creating a safe and trusting environment that
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enabled learner to take risks; allowing time for
reflection, feedback and feed-forward; facilitating
group learning; the importance of sound classroom
management; setting goals and challenging the
children to extend their learning; teacher modelling;
and the importance of using humor as a tool to
facilitate learning.
Based on the result, we assume that the Orff
schulwerk approach can be used by the teacher
candidates when they have to teach in schools. In
accordance to the 2013 Curriculum, music is not
studied separately, but integrates with other fields, i.e.
dance, visual arts, and theatre. Therefore, this
approach can be seen as a solution for problems that
faced by many teachers in school today. So, our
hypothesis in this research is the application of Orff
schulwerk approach is not only beneficial to the
improvement of teacher candidates’ pedagogical
competency, but also useful to support educational
goals in the school curriculum of Indonesia, i.e. to
develop the characters building of students in school.

5

CONCLUSIONS

In this research it is clear that that the activities taught
using the Orff schulwerk approach can improve the
pedagogical competency of teacher candidates,
especially in the art and culture lesson in 2013
Curriculum. Unfortunately, this research have not
specified the application of Orff schulwerk at every
stages in school yet. We only tried to improve the
pedagogical competency of teacher candidates, but
we have not tried to find a solution on how this Orff
schulwerk approach can be applied at every level in
the school. It can be seen as a ‘gap’ for the future
research. The main shortcomings of what we have
done is the duration of treatments in this research. It
can be assumed that the more often the application of
this approach is treated, the better teacher's
pedagogical competency will improve. However,
based on the results, we believe that the Orff
schulwerk approach has benefits for the development
of students' character in school. And, with the
application of the Orff schulwerk, we can realize that
teaching music in school is not to make professional
musicians, but to foster the characters of students that
related to the educational goals in the 2013
Curriculum, i.e. the students character building.
Therefore, we hope that there will be other researches
that also focus on the same topic as an effort to
improve the pedagogical competency of teacher
candidates.
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Abstract:

In globalisation era, performing art event is necessarily conducted for multiple purposes, either for
entertainment or business oriented events. In order to determine the success of this event, the role of curator
is very important, although the study of curatorial in art performing still get less attention. Therefore, this
paper explains: (1) how curator works in assessing the performing art for an event; (2) what criteria the curator
used in assessing performing art. This qualitative research design with a case study was conducted. Data were
collected through two instruments, namely interview and documentation analysis. Two curators were
involved as the subjects of the study. The findings reveal that the curators so far worked conventionally
without thinking some curation models, such as self-reflexive, sampling, traditional, decentralisation curation,
virtual curation, artist-curation, and collaborative curatorial platform. In addition, they also claim that some
criteria for performing art assessment were not utilized yet in doing their jobs since they only assessed and
selected any art works as they wanted to without thinking whether their assessment results met the spectators’
expectation and suitability with the event theme.

1

INTRODUCTION

Indonesia is one of tourism countries in the world
which popular with Dewata Island and its traditions,
Javanese traditions and their dances. Although there
are still many other interesting traditions should be
taken into consideration by tourists, such as Toraja,
Lombok, and other parts of Indonesia. In line with
this, performing art is becoming an exhibition which
accommodates artists to perform their creation. It is
conducted annually in some cities, namely Jakarta as
the capital of the city and Surakarta in Central Java.
The city of Surakarta (Solo) was originally born
from Javanese cultures embedding to symbolism and
expressed in the form of art. Regarding this, Solo was
then known as one of the cities in Indonesia that has
rich of traditional art heritage consisting fine art,
traditional Javanese music, as well as other
performing arts. Since 2005, the number of
performing arts in Indonesia has prompted the
government to build the city and make it as the
ultimate pillar. According to the data from the
Ministry of Indonesian Tourism and Surakarta
Cultural Service reveal that in 2018, there were
around 61 performing arts done in this city. Some of
them highlight on the local culture genius of Solo as

its foundation. The increasing number of performing
arts events significantly encouraged the government
of the Solo City start preparing the other resources
and facilities to support the success of those events
through empowering local industries, such as foods,
fabrics, souvenirs, batik, toys, tokens, etc. This policy
purposes to raise income to the people and build a
multiplier effect that synergizes the arts and social life
community.
The various activities involve festivals, carnivals,
exhibitions, and workshops which were then used as
a means of city branding that may support the
development of this city, one of the program is Solo
International Performing Arts (SIPA). SIPA is an
International performing arts conducted yearly in
Solo which aims to promote the city and generate
income for all stakeholders. As mentioned by Jokowi
as a former city major of Solo highlighted that SIPA
propose to promote the city to be well known in
cultivating the tradition and explore to develop the
local business people to sell their products. By doing
so, the local people can be aware to improve their
quality in producing something and creating their arts
to be performed in that program.
SIPA has run for six years concentrating on
performing arts in many kinds of creation under one
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selected theme. Every year the theme is different
depends on the goals of the program which is in line
with the government policy. So, SIPA aims to support
the programs through promoting Solo art heritage for
audiences which is completed with many other
displays such as traditional foods and drinks,
handicrafts, etc.
Therefore, some themes performed deal with the
local city policy such as Go-Green program,
cultivating traditional and local product to art in
globalization era. To conduct that program is not that
easy for several reasons particularly in selecting the
curators. This is due to the routines done the
committee that the invited artist in that event are
usually selected based on their close relationship.
They do not consider some factors in handling their
tasks, such as their educational background, art
reputation, popularity, experience, talents. As a result,
curators are invited as the committee like to invite. In
fact, this is required for curators to consider some
points as guidance to do their job, namely: (1) using
theoretical frameworks in assessing the artists and
arts performed; (2) identifying the needs of visitors to
the arts; (3) creating an innovation combining the
philosophy of the arts with the trending issue.
Considering this phenomenon, this paper presents
a research paper dealing with some points to select
curators as an effort to optimize the results of
performing arts events. It emphasizes on how the
curators work in selecting the proposed art, preparing
the performance/events, writing the literary review of
the art, and evaluating the events to create meaningful
events.

2

LITERATURE REVIEW

Research on performance art refers to textual studies
that put performance art not only limited to the
essence of art, but also how the art correlates with the
socio-cultural life in society. Solo International
Performing Arts (SIPA) as one of the activities that
facilitates performance arts investigates how
performance art can be related to the socio-cultural
context of society including history, politics,
economics, social, culture, education, etc. Sedyawati
(1981) mentions that performing art is an art that has
been found in later pre-historic times and it has been
developed into some purposes, such as educational
purposes, affirmation of social integration,
entertainment, etc.
By definition, the word curator comes from the
absorption of English "curation" which was later
developed into curate, curator, curatorial and

translated into Indonesian into curation, curator, and
curatorial. According to Webster's New 20th Century
Dictionary, the word "curation" itself comes from the
Lati language 'cura', 'curatum' which means keeping,
caring for, or someone who is in charge of
maintaining, caring for, caring for, and watching over
things like public libraries, museums, art collections
and the like.
With regard to the procedure of work, the curator
goes through several stages, including making an
exhibition / show proposal, submitting a contract with
the gallery and other artists, proposing a draft budget
needed for a show or interest in the exhibition.
Meanwhile, according to Hujatnikajennong (2015),
the way of working and the approach taken by the
curator in reducing an exhibition or show are
different. However, their scope of work still has
similarities, including introductory writing in
catalogues, leaflets, exhibition halls, and giving
lectures or introductory speeches at the opening of
exhibitions or shows. Although this field of work has
long been carried out, the presence of introductory
writing in the name of "curator" in an exhibition is a
new tradition that emerged in 1990 in Indonesia
(Hujatnikajennong, 2015).
Furthermore, Hujatnikajennong (2015) elaborated
in the past ten years, the term curator has often been
used in the context of art in Indonesia. However, at
the same time, several other absorption terms appear
that refer to the curator, namely: (1) verbally "taking
care" means being a curator; (2) nouns are "curated"
which means the results of the act of curing; (3)
"curatorial" adjectives relating to curators and / or
mitigating actions. In contrast, Paul O'Neil cited in
Rugg and Sedgewick (2007) indicates that the use of
verbs to curate in English is actually a new subject
that is still debated.
In the context of art, the term curator and literacy
today has developed far into the broader connotations
of practice. This is supported by a number of facts that
show the expansion of the notion of curators.
Hujatnikajennong (2015) defines that the use of the
word is pinned to people who work to select or select
something, not only for exhibition purposes, but also
for other types of spectacle, such as performing arts
(art performance).

3

FINDINGS AND DISCUSSIONS

Referring to the data analysis results from three
research instruments, it was found that curators
should manage their jobs according to the guidance
suggested by some experts. The findings also reveal
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that the curators so far worked conventionally without
thinking some curation models, such as self-reflexive,
sampling, traditional, decentralisation curation,
virtual curation, artist-curation, and collaborative
curatorial platform.
Self-reflexive curation deals with doing curation
based on the assumptions and knowledge of the
curators (Hujatnikajennong, 2015). It is developed
from the notion that the role of curator was to take
care of a collection of the objects (Bismarck, 2003).
In addition, it emphasizes that art practices have
moved away from a focus on static objects and the
role of the curator has become similarly dynamic.
This is also supported by O’Neill (2007) who claims
that the curator is no longer simply a career and
behind the scenes aesthetic arbiter, a curator should
be creative and active in the production, mediation,
and dissemination of art. In contrast, this point
seemed not to be identified yet in the field because the
curator did not consider it as one of the requirements
in doing curations. One of the factors noted was the
power owned by the curators as if they could do
everything as they wanted without involving others as
recorded from the interview with one of the curators
as below:
Kami merasa sudah biasa melakukan pekerjaan ini dan
semuanya berjalan baik-baik aja. Jadi, refleksi diri
tidak begitu penting manfaatnya, bahkan terkesan
berlebihan yang malah terkadang terkesan kami kurang
pengalaman dalam melakukan tugas ini.
(WN/12/AGU/18)

In line with this, the curators also act as the central
for many artistic developments as they concern on the
role of the audience. In interactive media art, the
audience is playing the main roles so that the curator
should bring them in the moment of the events and
increase the dynamic situations. The curators should
also become the facilitator of encounters between
audience and artwork (Jonathan, 2001). Data analysis
results from observation reveal that curators to some
extent has included needs from audience that were
gained either directly or from the written requests. It
was notified long time before the events begin and it
came from individual suggestions and comments for
their familiar relationship with the curators. This
finding was also investigated from document analysis
showing that curators played roles as audience
although the pictures were taken when curator watch
the performance art events in other places.
In regard to the collaborative curatorial platform,
the curator deals with social and collaborative
practices. It means the curating process should be
based on brokering the relationship between an
artist’s process of making and the audience’s process
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of experiencing. In this case, the curator also has to
deal with the introduction to complex technologies to
exhibitions and museums and the audiences’ rapidly
developing literacy in technological interaction.
However, what it was investigated in the event,
technology, especially digital technology usage was
not yet utilized optimally. It is indicated from the way
the committee communicate to the artists either orally
or using mobile phone. So, the media of technology
used was only in a simple way as stated by one of the
chair committee.
Kita tidak terlalu urgent menggunakan teknologi digital
komunikasi untuk mengundang seluruh artis justru lebih
efektif menggunakan telepon seluler, langsung terjawab
dan bisa bernegosiasi tentang banyak hal, baik biaya,
waktu, maupun program yang akan dilakukan dalam
event pertunjukkan.

(TI/1/JUN/18)

In addition, they also claim that some criteria for
performing art assessment were not utilized yet in
doing their jobs since they only assessed and selected
any art works as they wanted to without thinking
whether their assessment results met the spectators’
expectation and suitability with the event theme. It
commonly happened that what will be served in
performing art events is what the curators like. As a
result, it is difficult for them to release from their
personal art selection even they avoided them as
stated in the interview below:
Saya memilih artis, ya berdasarkan yang saya sukai.
Kalau saya gak suka, gak mau saya memilih karena
kepuasan nanti akan berpengaruh terhadap kinerja
saya dalam menyiapkan event berikutnya.
(ES/10/JUL/18)

Furthermore, the data analysis results from the
observation reveal that the performing art events runs
well and entertain the audience. It was indicated from
the audience enjoyed watching the performance and
celebrated the moment. This entertaining event could
also be seen from the supporting program, such as
traditional food exhibition, Batik material exhibition,
and other local product exhibition. In contrast, the
audience did not think that the event could be used for
other purposes, for instance to support the local and
central government in conducting their programs and
promoting the traditional collections to be a
commodity for global market and participate in
globalization era. Otherwise, the stakeholders still
need some supports to get their potential in promoting
the government program as mentioned by the
participants as the following:

How Important the Role of Curator in Determining a Succes of Performing Art Events

We need some parties, especially the government to
concern on our products such as traditional crafts of
Central Java, Javanese cuisines, and batik as our pride. I
do really hope that there will be more events like this
which allows us to promote Indonesian heritage not only
in Central Java, but also all-around Indonesia.
(JR/25/DEC/19)

4

CONCLUSIONS AND
SUGGESTIONS

Based on the explanation above, some point can be
concluded as the following:
First, curators have to follow the guidance in
doing curation, such self-reflexive, collaborative,
and technology-integrated curator. They all help
them in clarifying their main jobs as an assessor of
the artist as well as the connector between the
audience and the performers.
Second, the events conducted should support
the local governments program and policy not only
to entertain the audience but also strengthen the
commitment of Solo people to realize the local
government goals.
Third, in determining the theme of events, the
curator should be critically aware to the impact of
the arts watched by the audience, particularly
related to the social and political issue.
Therefore, it is suggested that to conduct
performing art events, the curators should carefully
consider many aspects not only the entertainment
one, but also all life aspects which support realizing
the local government program. By doing this, the
events are not only beneficial for the audience but
also for the society surroundings.
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Abstract:

Pekalongan was the first city in Indonesia which joined UNESCO Creative Cities Network in 2014. It was
located in the northern coast of Central Java, which made its geographical location quite strategic. Many
foreign immigrants came there in the past and among them was the immigrants from China, who later settled
in Indonesia. The acculturation of original Chinese culture and local culture created the new Peranakan
Chinese culture, which had distinctive characteristics. This research analyzed the influence of Peranakan
Chinese culture in the development of visual culture in Indonesia, especially in Pekalongan. The result of the
acculturation can be seen in Pekalongan visual culture until now, such as batik tulis and architecture. The
most legendary Peranakan Chinese batik tulis in Pekalongan is Oey Soe Tjoen batik, which has existed for
three generations. Meanwhile, the building which has Peranakan Chinese architecture is The Sidji Hotel. The
aim of this research was to encouraged society to appreciate more about diversity and the role of acculturation
in the development of Indonesia’s visual culture.

1

INTRODUCTION

Pekalongan was the first city in Indonesia which
joined UNESCO Creative Cities Network in 2014. It
is well-known as ‘Batik City’ in Indonesia because
plenty of batik manufacturers had been there since the
19th century. This city was located in the northern
coast of Central Java, which made its geographical
location quite strategic. Thus, many foreign
immigrants came there in the past and one of them
was the immigrants from China, who later settled in
Indonesia.
Since the beginning of Common Era (1 CE/AD 1),
the Chinese had been visiting Indonesia to learn about
Buddhism and came to Buddhist sites. One of the
most notable visitors was I-Tsing, who came to
Sriwijaya at the end of the 7th century and spent ten
years there for translating religious texts into Chinese
language (Achjadi and Damais, 2006). Reciprocally,
the rulers of Indonesia also came to China to pay their
respects, or sending their embassies there to maintain
good relationship. This had an impact in
strengthening power of their kingdoms and also
improving trading activities, which were beneficial

for the economy. At the sixth century, the Chinese
immigrants began building their own settlements at
the northern coast of Java (Roojen, 2001). They
mainly came from the southern region of China, such
as Fujian and Guangdong provinces. These provinces
were the hometown of Meixian (Hakka), Guangzhou
(Cantonese), Chaozhou (Teochew), Hokchia,
Hokchiu, Hokkien and Hainanese ethnics (Knapp,
2012). The arrival of foreign traders, trading
interaction in daily life and interethnic marriage
created the new communities in coastal areas, which
was called the Peranakans.
According to Tan Chee-Beng, in Malay language,
the word peranakan has several meanings that derive
from the word anak or child, means those who are the
offspring and descendants of intermarriage between a
local person and foreigner. The term peranakan is
also used to describe people who locally born to
distinguish them from immigrants born elsewhere.
Tan Chee-Beng describes Peranakan as ‘different
kind of Chinese, a sub-ethnic category of Chinese’,
while Peter Lee describe Peranakan as ‘a category of
Chinese who has a non-Chinese ancestress
somewhere in the family tree’. The Peranakan
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Chinese community was not only found in Indonesia,
but also in Malaysia, Singapore, Thailand and
Myanmar. There was a legend that the Peranakans
were the descendants of a Chinese Princess named
Hang Li Poh and her entourage of 500 young women
and several hundred young men, who were
dispatched by the Ming emperor to marry Sultan
Mansur Shah of Malacca in the mid-fifteenth century.
However, there were no living Peranakan Chinese
who have records that link them to such a royal
ancestors. Thus, it can be assumed that the Peranakan
Chinese are the descendants of traders and labourers
from China who came and married local Malay
women in the seventeenth century (Knapp, 2012).
According to Peter Lee, the Peranakans were
ostensibly Chinese ethnic, but did not possess the
supposedly correct characteristics of the Chinese. By
the early nineteenth century, the Peranakan Chinese
began to develop a new sense of identity, they
differentiated themselves from the immigrants of
China who were beginning to arrive in large numbers.
These new immigrants were called the Sinkheks in
Malaysia and Totok in Indonesia, which referred to
full-blooded new guest from China (Lee, 2014).
Thomas Stamford Raffles in History of Java (1817)
also mentioned term Pernákans, which he described
as a numerous mixed race which is often scarcely
distinguishable from the native Chinese (the Shinkeks
or Totoks).
The acculturation of original Chinese culture and
local culture created the new Peranakan Chinese
culture. It was the mixture of the Chinese culture
brought from China and the local culture in the
Southeast Asian countries where the Chinese people
settled, in addition to the influence of cultures from
the European countries during colonization
(Muneenam, et al, 2017). It was visually unique and
had distinctive characteristics since it combined
multiple cultures into one new aesthetics. The
Peranakan culture also had influence on Pekalongan
visual culture until now, such as batik and buildings
which have Peranakan Chinese style. Batik is a cloth
made by resist-dyeing technique (Lee, 2007). Batik is
also seen as the cultural heritage and life philosophy
of Indonesian (Anas, et al, 1997). The most legendary
Peranakan Chinese batik tulis in Pekalongan is Oey
Soe Tjoen batik, which has existed for three
generations since 1925. Meanwhile, the building
which has Peranakan Chinese architecture in
Pekalongan is The Sidji Hotel, which was built in
1918.

2

MATERIALS AND METHODS

This research analysed the influence of Peranakan
Chinese visual culture in the development of visual
culture in Indonesia, especially in Pekalongan. In this
research, qualitative methodology was used by
conducting interview and direct observation to the
location. This main idea of this research is the
influence of Peranakan Chinese visual culture in
Pekalongan, which can be seen in Peranakan Chinese
batik Oey Soe Tjoen and a hotel named The Sidji. The
information about peranakan batik Oey Soe Tjoen
was given by Widianti Widjaja (Oey Kiem Lian), the
grand-daughter of Oey Soe Tjoen through a formal
interview, along with the direct observation to the
workshop of Oey Soe Tjoen Batik in Kedungwuni
village, Pekalongan. Museum Batik Pekalongan and
The Sidji Hotel Pekalongan were also visited for
more thorough observation. The staffs in Museum
Batik Pekalongan and The Sidji Hotel Pekalongan
also gave many information through informal
interview.

3

RESULTS

In order to describe the results more systematically,
this section was divided into three sub-sections: the
explanation about visual culture, Oey Soe Tjoen batik
and The Sidji Hotel.

3.1

Visual Culture

Culture is the customary beliefs, social forms, and
material traits of a racial, religious, or social group. It
also can be defined as the systems of knowledge
shared by a relatively large group of people.
Moreover, visual culture is a field of study within
cultural studies focusing on aspects of culture that
rely on visual representations. It is a tangible form of
conceptual and material culture. It can be seen by
eyes and can be understood by human mind to
increase the quality of life (Damayanti and Mukmin,
2018). Visual culture has a very vast range. In
general, it can be categorized into four main areas.
First, it can be found in fine arts such as painting,
sculpture, drawing, installations, photo, video,
architecture and performance art. Second, in crafts or
design such as urban design, retail design, corporate
design, logos and symbols, illustration, graphic
design, product design, shoes, costume and fashion,
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textile design, hairstyle, tattoos, landscape. Third, in
performing arts such as theatre, acting, gesture, body
language, dance, ballet, fashion shows, fireworks,
concerts, panorama, ceremonies, beauty pageants and
carnivals. Fourth, in mass and electronic media such
as cinema, film, animation, television, newspapers,
internet, multimedia, virtual reality, postcards,
advertising, propaganda satellite, and computer
imagery (Walker and Chaplin, 1997). The visual
culture in Pekalongan is deeply influenced by foreign
cultures, one of them was the Peranakan Chinese
culture. It can be seen from batik and buildings which
are the result of acculturation. Acculturation is the
mixture of two culture or more, resulting in a new
culture without completely changing the identity of
the original culture. Powel see acculturation as
culture borrowing, while Herskovits see it as cultural
transmission process (Sachari and Sunarya, 2001).

3.2

Oey Soe Tjoen

Oey Soe Tjoen was a Peranakan Chinese batik
entrepreneur who lived in Kedungwuni, a village
located six miles from Pekalongan, a city at the
northern coast of Java. During the 19th century, many
Peranakan Chinese batik artisans lived there, but one
that was considered the best was Oey Soe Tjoen
(Elliott, 2004). He first opened his business with his
wife, Kwee Nettie, in 1925. The signature of Oey Soe
Tjoen’s batik was high quality craftsmanship and full
attention to detail. Moreover, Oey Soe Tjoen also
cared about the personal taste of his clientele. Oey
Soe Tjoen’s early clientele were mostly local
Peranakan Chinese, but later their fame spread into
wealthy Indo-Dutch society and upscale Peranakan
society overseas. Oey Soe Tjoen also numbered many
of his patterns to make the ordering process easier for
the customers. At its zenith, The Oeys even employed
one hundred and fifty workers in their factory. Due to
its popularity, many people try to imitate and sell fake
batik by using Oey Soe Tjoen’s name.
However, there are eleven characteristics of
authentic Oey Soe Tjoen’s batik to distinguish
between the fake ones (Liong, 2014). First, Oey Soe
Tjoen’s batik is always be made by using ‘tulis’
technique, it is always fully hand-waxed, never
stamp-waxed (cap technique) or even undergo
printing technique. Second, it always uses the finest
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quality of primissima cotton. During the colonialism
era, the ‘Cent’ stamped (Tjap Sen) primissima cotton
from Twente was used since it was considered the
best. Now, the Oeys use ‘Kereta Kencana’ primissima
cotton made by Federation of Indonesia Batik
Cooperatives (GKBI) from Medari in Yogyakarta,
which also has fine quality.

Figure 1: The batik tulis making process in Oey Soe
Tjoen’s workshop (Budianto, 2018).

Third, the primissima cotton is always be
prepared first before batikking, by being soaked into
peanut oil and other substances within three days (dikethel), so that the colour will be more brilliant and
long lasting. Fourth, the cloth is always batikked on
each surfaces with similar motifs and fillers (isen),
just like the way classical batik is done in Indonesia.
Fifth, there are only four principal designs in Oey Soe
Tjoen batik, such as Buketan, Cuwiri, Merak Ati, and
Urang Ayu.

Figure 2: Oey Soe Tjoen’s Buketan batik (Liong, 2014).

Sixth, edging motif for the kain panjang cloth was
divided into Untu Walang (cricket teeth) motif on the
left and right ends, and Setrip (strip) along top and
bottom edges. Seventh, Oey Soe Tjoen batik has its
own particular style of isen-isen (filler motif). The
isen-isen consists of tiny dots and has a significant
role in Oey Soe Tjoen batik. There are three main
functions of isen-isen, to fill the tanahan
(backgrounds), to fill the flower petals and to fill the
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leaves. Each of them has various kinds of patterns.
The tanahan consists of polosan (without isen), isen
pentul, isen semanggen, isen pasiran, isen pacar, isen
angkup, isen beras wutah, kawung beton and
kembang tebu. The isen-isen for flower petals usually
made by using the smallest canting (waxing pen).
Filler motifs for flower petals consist of combination
of isen tutulan (dots) which has nguku (arch) shape,
alisan (eyebrow) shape or kuncungan (tuft) shape.
There are also cocohan and gradil shape for filler
motif. To fill the leaves motifs, the Oeys usually use
sawut (striations). Eighth, to ensure the authenticity
of Oey Soe Tjoen batik, he usually signed all his
pieces and included the name of Kedungwuni village.

grandparents, while also developing new designs to
enrich the variations of Oey Soe Tjoen batik.

Figure 4: Widianti Widjaja, the grand-daughter of
Oey Soe Tjoen (Budianto, 2018).

3.3

Figure 3: Oey Soe Tjoen’s signature
(Budianto, 2019).

Nineth, the Oeys only produce kain panjang
(long rectangular cloth), kain pagi sore (a combined
colors of long rectangular cloth), and kain sarung
(sarongs). Tenth, the colors of Oey Soe Tjoen batik
represent a balanced combination of softness and
clarity. And the last, all colours are vat-dyed, since
direct dyeing with brush is never used on Oey Soe
Tjoen batik, even for the smallest pattern.
After Oey Soe Tjoen and Kwee Nettie as the first
generation passed away, the Oey Soe Tjoen’s batik
workshop was managed by the second generation,
Muljadi Widjaja (Oey Kam Long) and his wife,
Istijanti Setiono (Lie Tjien Nio) from 1976 until
Muljadi’s death in 2002. Afterward, the business was
run by Istijanti Setiono while preparing their
daughter, Widianti Widjaja (Oey Kim Lian). Since
2006, Widianti Widjaja had been running the Oey Soe
Tjoen batik business. She preserves the batik
principal values (pakem batik) from her parents and

The Sidji Hotel

The Sidji Hotel in Pekalongan was originally a
house owned by Hoo Tong Koey and his wife, Tan
Seng Nio. It was built in 1918 and the architecture
design was done based on Tan Seng Nio’s idea. The
couple was very well-known in Pekalongan society,
since they owned successful batik dyes enterprise and
batik workshops at the back of their house. Hoo Kong
Toey was born in Pekalongan in 1885 as the fourth
generation of his family. His ancestors were
originally from Amoy (now called Xiamen), a city in
Fujian, a province on the southeast coast of China. By
the late of 1700s, his ancestors came to Pekalongan
and soon became the part of Peranakan Chinese
community. Back then, Hoo Tong Koey was deeply
interested in traditional music, so he formed a group
of gamelan troupe which often perform for the
upscale Peranakan society. Due to his initiative, he
was awarded the title ‘Lieutenant de Chinese’ by the
Peranakan community in Pekalongan. The title was
the third highest rank for Peranakan in the colonial
hierarchy.
The Sidji was first opened for business in March
2015. The main building of The Sidji Hotel can be
considered as heritage building since it has Peranakan
Chinese style in its exterior and interior. The design
of The Sidji Hotel today was the combination of
modern and Peranakan Chinese style. Today, the
Peranakan building is functioned as lobby and
meeting room, while the new modern building is
utilized for visitor accommodation and ballroom. The
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Figure 5: The Peranakan style façade of The Sidji
Hotel (Budianto, 2018).

Figure 6: The Peranakan style lobby of The Sidji
Hotel (Budianto, 2018).

Peranakan Chinese style can be examined through the
shape and colours of the doors, windows, and façade.

4

DISCUSSION

In Indonesia, the status of the Peranakans as
‘Chinese’ has always been somewhat ambiguous.
They are neither considered as real Indonesian here,
nor as true Chinese if they went to China. The
Peranakans had settled as traders and craftsmen in
Southeast Asia long before the Europeans did, so they
tended to have lost many of the Chinese cultural
features, including everyday practices related to food,
clothing and language (Ang, 1993). Sometimes the
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Totoks, who uphold the Chinese traditions more
tightly, regard the Peranakan Chinese as ‘unpatriotic’
and behave like ‘non-Chinese’. It is reasonable since
the Peranakan seemed to develop their own new
identity. In visual culture terms, the Peranakans had
developed their own aesthetics, which was neither
fully follow nor neglect the real aesthetical values of
their origins. Their aesthetics was the partial
combination of China culture and local culture where
they reside. In this case, those were the Javanese
culture and Dutch culture during the colonization era
in Pekalongan. This mixed aesthetics can be seen
from the motif in Peranakan Chinese batik and
Peranakan Chinese architecture.
Batik makers in North Coast or Pesisir Java were
open to many foreign influences and they integrated
them into Javanese aesthetics. At the 19th century,
Indo-Dutch women began hiring batik artisans and
creating Batik Belanda (Indo-Dutch Batik) business.
Seeing the promising business opportunity, the
Peranakan Chinese followed and started their own
batik workshops. They learned the skills of batik
making and began their batik industries on the North
Coast of Java, particularly in Cirebon, Lasem,
Semarang, Pekalongan and Kedungwuni. The batiks
produced by the Peranakans had their own unique
motifs and rich in colours. It was the result of
acculturation process between Chinese, Javanese and
European cultures. Many designs were borrowed
from Chinese textiles, embroideries and even
porcelain wares. Genevieve Duggan (2001) describes
that the symbolism of Chinese motifs are usually
found on Peranakan batiks, such as swastika (wan zi),
lozenge, coin, mythical animals (such as dragon and
phoenix), birds, centipedes, fish, butterflies, flowers
(such as peony and chrysanthemum) and plants.
Apart from the Chinese-inspired motifs, the
Peranakan also adopted many ornamental motifs
from Central Java court, such as kawung and parang,
into their batik designs. The adaptation was usually in
a less significant way, sometimes only as background
designs (Lee, 2016). In addition, the Batik Belanda
also had a great influence on Peranakan batiks,
particularly the buketan or floral bouquet designs.
This visual culture influences can be seen in four
principals designs in Oey Soe Tjoen batik, such as
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Buketan, Cuwiri, Merak Ati, and Urang Ayu, along
with the various design of its tanahan (background).

Figure 7: Oey Soe Tjoen’s famous Buketan motif
(Budianto, 2018).

the design of Chinese and European building styles
(Soon and Bahauddin, 2017). Lee Kip Lin also
mentioned that the Peranakan building began to shed
the Chinese elements and decoration, by adopting
‘Western’ appearance. Patricia Bjaaland Welch also
described that the Peranakan’s array of motif and
design are so broad in scope and rich in colours. Some
ornaments from classical Chinese motifs may be
missed and some may have idiosyncratic themes
borrowed from beyond Asia (Knapp, 2012).
The Sidji Hotel can be classifed as bungalow type,
its structure is closer to colonial bungalow than to
shophouse. The architecture was also influenced by
Dutch colonial architecture, which can be seen from
the building design and the Art Nouveau stained glass
windows. Now, the windows becomes the signature
of The Sidji Hotel lobby. Another features that are
prominent are the turquoise Peranakan-style doors,
Javanese multi-coloured tiles (usually called tegel
kunci) on the veranda, and the lion golden stucco at
the top of the façade. Another things that enhance the
Peranakan nuance in this hotel is the combination of

Figure 9: The pattern of Art Nouveau stained glass
windows (Budianto, 2018).
Figure 8: Dragon motif on Oey Soe Tjoen’s batik
(Liong, 2014).

In accordance with the batik, the Peranakan
Chinese architecture also has its own distinctive
characteristics, resulted from the acculturation of
Chinese, Javanese and European cultures. According
to Bahaudin et al (2010), Peranakan architecture is
famous for its design of shophouses and colonial
bungalows. Bungalow was first introduced by the
colonialist from Europe, and later adopted by the nonEuropeans (Knapp, 2012). According to Ahmad
(1994), the architectural style of Peranakan homes in
those maritime town localities was fused with a
combination of European, Chinese and Malay
influences, known as ‘Chinese Baroque’ architecture
as the buildings were predominantly influenced by

Figure 10: Golden lion stucco at the top of the
façade (Budianto, 2018).

Figure 11: Javanese multi-coloured tiles or tegel
kunci (Budianto, 2018).
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the interior elements, such as Peranakan Chinese
antique bed, various Peranakan porcelain wares on
the walls, European-style chandelier and traditional
Javanese wooden chairs and furniture.

Figure 12: Peranakan style interior in The Sidji Hotel
(Budianto, 2018).

5

CONCLUSION

The influence of Peranakan Chinese visual culture in
Pekalongan is truly existed. It can be examined from
Oey Soe Tjoen batik tulis pattern and The Sidji Hotel
architecture. The unique combination of Peranakan
Chinese visual culture, along with local Javanese and
Dutch colonialist visual culture do contribute to the
cultural transformation in Pekalongan. This cultural
transformation also enriches the cultural diversity in
Indonesia, which also has important role in Indonesia
cultural heritage. However, this kind of cultural
heritage is endangered to perish if it is not wellpreserved. In the case of Oey Soe Tjoen batik,
however, there is a hesitation from the owner whether
the batik tulis business can be continued until the
fourth generation, since the regeneration of skilful
batik artisan is hard to accomplish. The younger
generations in Pekalongan do not see batik artisan as
a promising occupation, they prefer to work in office
or retail stores instead. On the other hand, the heritage
buildings in Pekalongan are quite rare to find. The
Sidji is only one of a few old Peranakan buildings in
Pekalongan which still survives and had good
condition. However, it could be a good example for
cultural heritage conservation and revitalization,
which can promote the tourism of the city.
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Abstract:

Traditional batik block in Malaysia is the country’s heritage and treasure. However, it has slowly faded
nearing extinction, particularly in the east coast region of Malaysia. The uniqueness of a batik block is very
much relies on its pattern that is championed by a master craftsman called the master block maker. Currently,
not many master block makers are left in Malaysia with only few remaining in the east coast. This finding
raised the question of batik block being considered as a dying art which needs cultural awareness and
recognition. A qualitative study was conducted to identify the dying art of block making in Malaysia. In depth interviews was conducted with two block making experts in the state of Kelantan and Terengganu. The
transcribed data of the interview sessions were then analysed using thematic analysis, and it was found that
there are four major themes involved in the issue of the craft’s dying art which are: consistent, human factors,
batik community and initiatives. These factors plays major role in the conservation of the art of batik block
in Malaysia. From the findings, it is hope that the art of block making will continue to flourish thus enhancing
the appreciation and sustaining the valuable traditional culture of Malaysia.

1

INTRODUCTION

In interpreting the meaning of cultural sustainability,
it is crucial to define the meaning of the word culture
and sustainability. As for the sustainability, there are
many different definitions, but the most frequently
cited comes from the World Council on Economic
Development, which advocates operating in ways that
meet the needs of the present without compromising
the ability of future generations to meet their own
needs (Bertels, S., Papania, L., and Papania, D.,
2010). Systematically, Becky. J., Brown. M.E., &
Hanson. D.M., et al., (1987) describes that the
meaning of sustainability is strongly dependent on the
context in which it is applied and on whether its use
is based on a social, economic, or ecological
perspective. Becky. J., Brown. M.E., & Hanson.
D.M., et al., further explains that sustainability may
be defined broadly or narrowly, but a useful definition
must specify explicitly the context as well as the
temporal and spatial scales being considered. Setting
the priorities for sustaining or being sustained, and at
what costs, is a value-laden process that can only be
accomplished within the context of a clearly stated
definition of sustainability. Deciding what actions
and policies should be taken to achieve sustainability

can only be accomplished with appropriate measures
and indicators of sustainability.
In describing batik as a Malaysian cultural icon,
Stephen T.F. (2015) in his research about the
interrelation of history and character of societies,
found out that ancient cultures reflect the diversity of
experiences of their communities through arts and
crafts. He described that while traditional arts and
crafts disclose a composite of historical events and
their surroundings, some of it bears spiritual
significance which can be found in the craft of batik.
He further explained that in anthropology and
sociology, batik’s role as an art form is often
discussed and viewed through its variable patterns,
shapes and design elements.
At present, the Malaysian batik, although
considered as a traditional Malay craft, is less than a
century old. Its aesthetics defines and characterizes
the heritage of the Malays, seen through motifs which
blend the Malay sultanate culture, community values,
imagination and creativity in interpreting their
surrounding environment meaningfully. In a modern
context, Malaysia’s batik design heritage is premised
on its dynamic sociocultural capacities to serve
markets and demands. Definitely, cultural
sustainability as it relates to sustainable development
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(to sustainability), has to do with the maintaining of
cultural beliefs, cultural practices, heritage
conservation, culture as its own entity, and attempts
to answer the question of whether or not any given
cultures will exist in the context of the future (Soini,
K. & Birkland, I. 2014). In addition, Kamarudin
(2013) describes that cultural sustainability is one of
the major pillars in creating a sustainable community
as well as with three most known pillars which are
economy, social and environment.
The stamped batik is considerably used by most
people for its low cost compared with the hand drawn
batik. The quality of the stamped batik or block batik
primarily depends on the quality of the batik stamp.
Batik stamp is a handy craft work fully done by hands
of the batik expert. Traditionally batik stamp is made
of copper plate form with the measuring 0.25mm in
thickness and 20mm in width to form patterns. The
craftsmen are now limited and most of them are old
men, but they have high capability to draw the
patterns by hand before making it as batik stamp
(Suryanto et al. 2016). Technically, block batik or
batik cap is a batik method in which designs are
applied in wax with stamps or ‘chaps’ as they are
pronounced. Elphick, M. (2014) a researcher of batik
products described that the batik stamps are usually
made of copper or brass for its heat conductive
properties and used to ‘print’ hot wax on to cotton.
She further stated that producing batik stamp is still a
labour intensive process requiring patience and skill.
According to Mohamed Awang (2008, December
10), batik craft should be ceaselessly sustained in
order to safeguard the Malay identity from being
caught in the rapid current of globalization and from
the dangers of the virtual world. In addressing the
significance of innovation in the Batik industry,
Mohamed Awang emphasizes that the Batik artisans
need to evolve from conventional and traditional
design into a more contemporary design that could be
commercialized overseas.
Mohamed Awang further describes that the
Malaysian identity needs to be conserved even though
the design has been stylized and changed. In the
1930s, the use of wax in printing batik was introduced
by batik makers in the east coast. Regularly blocks
were made from steel or metal to produce more
refined and neater batik. Surprisingly the block
technique was slowly set aside in favour of the handdrawn batik and batik stencil technique, which is an
easier and faster method of creating batik. The result
from this situation is that there are only few block
makers or craftsmen left in Kelantan and Terengganu,
and at the same time, the interest among youth to
inherit the skill of block making is deteriorating.

Therefore, crucial efforts need to be done to sustain
the cultural heritage of block making as well as to
enliven the Malaysian batik industry. For these
reasons, the researchers strongly believe that culture
is the key element in developing people’s
relationships and attitudes for all tangible and
intangible to enhance our cultural identity in ways to
improve our lives and live in a viable inheritance.
From this paper, we tackle the cultural sustainability
in the dying art of batik stamp by interviewing the two
batik block maker experts.

2

METHODOLOGY

This research employed the qualitative approach with
the selected method like library research, fieldwork
and interviews. Preliminary interviews of face-toface were completed. To meet the objective of this
research, two sets of interviews were conducted with
the batik block experts; Abdul Ghani Mat 62, who is
recognized by the Malaysian Handicraft Corporation
as an Adiguru (Master craftsmen) from the east coast
of Peninsular Malaysia (Kelantan) and the other one
from Kuala Terengganu, Zakaria Ismail, age 60. This
is also proof that geographical location has the
driving force that shapes culture and ability to
produce batik stamp until now as all the block makers
are from the east coast region (Kelantan and
Terengganu). Both of them have more than forty
years of expert experience in block making and they
are the last block makers who are still active. The way
of life in the east coast area is full of cultural heritage
and this environment should be sustained.
The information focuses on the cultural
sustainability on batik stamp, young generations, and
perceptions toward batik blocks. The interviews
conducted were to answer the following main
questions: a. What is your opinion in the decrease of
Malaysian block makers? b. What is the factor for the
absence of understudies to inherit the art of batik
stamp? c. Should there be any reforms to upgrade
Malaysia's batik stamp? d. Why do we need to
preserve the art of batik stamp?
The answers of the interviews were analysed and
summarized as follows: Transcription process,
Translation,
Thematic Analysis, Findings and
Reportin.
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3

RESULTS AND DISCUSSION

The responses from the interviews can be divided into
several parts based on the interview questions. The
answers of the interviews were analyzed and
summarized as follows:
Attitude: ‘Extinct, not extinct but as good as
dead. Without new understudies, there will be none.’
‘For a batik block maker, it is necessary to use skills
and creativity for block designs’. From the interview
sessions made with the block makers, they argue that
the batik stamps in Malaysia are becoming
increasingly coming to an end and likely to disappear
like other heritage treasures, due to the lack of
exposure to the younger generation on batik. Attitude
on the importance of art legacy is seen to be a major
factor for the lack of appreciation and if the situation
is left unattended, the heritage of the people's identity
in the country will be wasted. Many, especially young
people have no interest in batik clothing and this
circumstance is seen as a result of the development
and rapidity of the diversity of modern clothing and
fashion sense. At present most young people do not
know the legacy in our country, especially about batik
blocks.
Government: ‘The government did not put
emphasis in promoting for successors. The
government is indifferent. They have started to take
on but contradictory’. According to this statement the
Ministry of Public and Private Industries should play
a role to continue to develop and intensify efforts in
terms of promotion, so that batik blocks are not only
used by batik entrepreneurs but also as a reference
material. The block makers are of the opinion that by
emulating the neighbouring countries in defending
their culture, the batik heritage and the block makers
will always be well preserved. “Batik Indonesia is
superior to us because they are skilful at promoting
their art and product. We, in this scenario are lagging
behind. For instance, in Malaysia, we do not have
batik school uniform, unlike Indonesia. My stepson is
an Indonesian. They are to wear their batik inform on
every Monday and Wednesday. The whole of
Indonesia has to wear batik. In Malaysia, batik
uniforms are worn by boarding school students; even
so only on Thursday prior to weekend.” The
government should take on this method if we are to
preserve our batik. If there is no effort, then the batik
maker will disappear and no one will know of their
existence.
Innovation: ‘Batik now needs to be renewed.
There should be new style. There should be change.
Block makers and batik making cannot be separated.
Someone who wants to make batik has to make a
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block first. The block maker should be referred to in
order to create a design.’ Modernization should be
made on batik stamps so as to nurture interest in new
groups, to place it in line with current modern trends.
Most block operators especially the block owners do
not want to change, they prefer to adopt old
techniques and techniques in the manufacture of
blocks. It is obvious and evident on how our
neighbouring country is very much aware in ensuring
the preserved of their batik heritage compared to
Malaysia's batik.
Awareness: ‘Art, in any form is fine and delicate.
Anything artful and fine has to be preserved.
Stamping blocks has existed since the 50s. Therefore,
we need to have successors to
ensure the art and
craftsmanship lives on. I hope we will be able to
produce successors and in batik, there has to be new
development’. The production of batik in Malaysia
should be significant. The support and appreciation of
the various parties should necessarily exist within the
community, especially among local batik producers.
As a country with Malay culture and strong
understanding of batik, the batik art and culture
should be enhanced in the local community through
education at primary, secondary and tertiary level to
give awareness on the batik handicraft. To attract
interest towards block making, it is suggested that
exposure is made through art education available in
schools. The involvement of young people in
traditional art activities such as the making of batik
stamping blocks will magnetize the younger
generation in appreciating the art form of batik
blocks.

4

CONCLUSIONS

Based on the findings, it is concluded that the four
aspects of response by the block makers during the
interview session is consider a vital information to
cater the issue of dying art batik block making.
Attitude, government, innovation and awareness need
to be considered seriously as these are the key
elements in sustaining the culture. To cater the issue
of attitude, the Malaysian need appreciate and values
their own heritage and consider those culture as their
pride and identity. Government have to play their role
in preserving the culture by promoting and creating
awareness to the younger generations as well as to the
tourist that flocked to the beautiful east coast region.
Innovation is one of the major contribution in
sustaining the culture and heritage. By doing some
interesting innovation on batik stamp, the industry
will be booming as innovation could create
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stimulating experiences in stamped batik making
using innovative batik stamp. All these efforts would
not be realized except with the awareness of the
Malaysian society on the importance of their own
culture and heritage including in the industry of
traditional batik making. It need to be nurtured among
all sort of generations in Malaysia especially among
the millennials. Problems in the batik industry need
to be addressed immediately in an effort to uphold the
country’s batik industry. If the number of batik block
makers continue to decrease, soon, Malaysia will lose
its most treasured asset in the name of development
and modernization. This legacy is an important
product to attract foreign tourists especially those
interested in culture and the arts to visit our country,
Malaysia. The critical downside to losing the batik
will result in the future younger generation not
knowing the legacy of our homeland.
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Abstract:

The shophouses architectural can create comfortable social and environmental weather aspects. Recent
renovation indicates installation of sliding roofs with polycarbonate sheet coverings. Hence, the effect is that
air circulation, natural ventilation and lighting would be reduced. This research aims to investigate the original
environmental aspects of courtyard in terms of natural ventilation and natural lightings components preserved
in these shophouses. The research employed qualitative method involving observation and architectural
documentation. This paper adopted the Lot Nos. 3, 5 and 7 on Lorong Ikan built in 1926 because they are the
typical shophouses and are categorised as the Late Straits Eclectic Style in Penang. The study findings
demonstrated that the courtyard central is the major component in the environmental characteristics of a
shophouse and a representation of the components of place identity, thus, should be preserved by stakeholders
for the next generation.

1

INTRODUCTION

The traditional courtyard shophouses in George
Town is one of the heritage buildings that have been
well studied to understand their importance in the
architectural environmental aspects in terms of
ventilation and lighting. Therefore, one of the most
famous heritage city in Malaysia is George Town
located in the northern part of the Peninsular
Malaysia has been added to the UNESCO's world
heritage list in 2008, to acknowledge its rich cultural
heritage constituted of unique architectural
components and cultural townscape. Therefore, one
of the most important features of traditional
shophouse is the courtyard. Knapp (1999) stated that
the interior courtyard houses were typically found in
residences throughout China, but their composition
and scale were different across the country as
presented in Figure 1. In spite of this, architectural
and cultural values, recent modern shophouses in
Malaysia do not share similar concern and the
importance of maintaining the environmental aspects
values. Unfortunately, the courtyard of traditional
shophouse could not survive its original identity.
However, evidence shows that renovation and
modernisation of shophouses is a threat to many
courtyards that serves many functions which include
cultural and place identity environmental benefits

such as heat gains, natural ventilation and lighting
among others. In addition, at one time began to install
sliding roofs with polycarbonate sheet coverings.
Therefore, the effect is that air circulation, natural
ventilation is reduced by at least 60 per cent (Tan,
2015). Hence, this research aims to investigate the
original environmental aspects of courtyard in terms
of natural ventilation and natural lightings
components preserved in these shophouses.

Figure 1: Configuration of China Courtyard House and the
Courtyard Shophouses in Penang.
Source: Adapted and Surveyed by Author

2

STRAITS CHINESE
HOPHOUSES

Traditional courtyard shophouses located in the hothumid climate of Malaysia with the aim of providing
useful ventilation and lightings strategies for modern
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urban houses. The Traditional Chinese shophouses
are deep-plan brick row houses that are located in
relatively dense urban areas. In Malaysia, the origin
of the Straits Chinese Shophouse can be traced back
to the influx of Chinese immigrants from densely
populated southern coastal provinces of China in the
19th century until World War II (Chen, 1998). By the
early 20th century, this urban design had spread to
every major town in Malaysia. The Straits Chinese
Shophouse in Malaysia have traditionally been twostorey buildings with the lower floor used for trading
and the upper floor used for residential purposes.
While in Penang, a shophouses can be a purely
residential structure which elsewhere would be called
as a terrace house. One of the most important features
of Straits Chinese Shophouse is that each building has
one or more internal courtyards (Chen, 1998).
Moreover, Courtyard houses can be found not only in
China and Southeast Asia but also in many other parts
of the world (Edwards, Sibley, Land, and Hakmi,
2006). It is considered that the courtyards provide not
only natural lighting and ventilation but also offer
protection from harsh outdoor conditions (Safarzadeh
and Bahadori, 2005). In China, courtyard houses were
originally found in residences throughout the country,
but their composition and scale varied depending on
their location (Knapp, 1999). In general, the
proportion of courtyard space to structural space
diminishes significantly from Northeast to Southeast
China to restrict the infiltration of direct solar
radiation and facilitate ventilation (Knapp, 1999).
Most of the courtyards in Malaysian Straits Chinese
Shophouse are the narrow and deep courtyards that
originated from the southern part of China. However,
George Town, the capital city of the Malaysian state
of Penang, is located at the north-eastern tip of
Penang Island. It is Malaysia's second largest city; the
historical core of George Town has a tremendous
architectural history with approximately 7,000 units
of traditional courtyard shophouse in George Town
Heritage City. This city was built 200 years ago
during different periods (Tan, 2015).

3

ENVIRONMENTAL ASPECTS
NATURAL VENTILATION AND
NATURAL LIGHTING

The concept of traditional courtyards (Air_Wells)
designed to cope with the local tropical climate, the
buildings are structured to maximize airflow (Stubbs
& Thomson, 2016). Courtyards as the main open
space of many dwellings, constituted important

features in residential architecture throughout
antiquity in Heritage City George Town. The
traditional courtyard shophouses were designed with
rooms of various functions surrounding the
courtyards and were organised in association with
these yards as the life of the occupants evolved
around them. The important role played by the
courtyard was due to climatic conditions as well as to
the of the social parameters area that offered
occupants a protected area suitable for outdoor
activities throughout the year. Thus, the courtyard
always held a special, functional, environmental
aspects role within a residence. Reynolds (2002)
described that the courtyards as special places that are
outside yet almost inside, open to sky, usually in
contact with the earth, but surrounded by rooms.
Edwards, Sibley, Land, and Hakmi (2006) stated that
the natural elements of the courtyard i.e. earth
beneath and sky above, ensure its direct contact with
nature. This study presents an overall view of all the
different ventilation and lighting elements related to
the courtyards of traditional architecture found in
shohouses
underlining
their
environmental
significance.

4

THE SHOPHOUSE
COURTYARD CENTRAL

Shophouses courtyard were originally designed to be
fully open to the sky in order is similar to the internal
courtyards in Southern Chinese architecture. Hence,
the concept adapted the local conditions, as the house
is long and narrow (Kubota, Zakaria, Abe, and Toe,
2017). Courtyard provides better cross ventilation and
natural daylight as presented at Figure 2. The
placement of courtyards in the shophouse ensures the
present of natural daylight throughout the house.
With the aid of operable louvered windows in the
courtyard (Air_Well), the rooms in the house have
ample air flow while having the control of daylight
entering the rooms (Tan, 2015). Other passive ways
of ventilation is through the air vents on the façade
and the partitions.

Figure 2: Analysis the Natural Ventilation and Natural
Lightning of Shophouse
Source: Adapted and Surveyed by Author
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5

METHODOLOGY

This study adopted case studies type of qualitative
research to obtain the findings. For the qualitative
data collection technique, the study adopted
combination of the following; case studies,
observation, secondary sources, architectural
documentation data, and visualising materials
(Creswell, 2013). This was supported by the
architectural detail studies on the Late Straits Eclectic
Style Heritage Shophouse. However, the paucity of
literature in this present study stirred the researchers
to concentrate more on the primary source via photo
shoots. These photos were subsequently analysed in
detailed, which have been missing in past literature in
regard to heritage building shophouse regarding
architectural original environmental aspects of
courtyard. Since the paper focuses on heritage
building shophouses, they are crucial to be
investigated. Therefore, the researchers conducted
this research on three combined shophouses buildings
(3, 5, and 7) built in 1926 respectively. This study
contributed to the environmental aspects study that
reflects the traditional architecture of George Town
Heritage City, Penang. This study carried out the
sustainably of the architectural natural ventilation and
natural lighting.

6

Cases Studies of the Study 3: Nos.
3, 5 and 7

Nos. 3, 5 and 7 is located in Lorang Ikan along
George Town City, Penang. Figure 3 presents the
architecture style of the shophouses No.3, 5 and 7 and
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Figure 3: The Façade of the Traditional Courtyard
Shophouses No.3, 5, 7. Source: Field Work

RESULTS AND DISCUSSIONS

The main issue of this paper is to highlight the lack of
awareness regarding the significance of the
architectural natural ventilation and natural lightning
of the traditional courtyard Late Straits Eclectic Style
shophouses. The courtyard is identified as one of the
main contributors for the conservation and
documentation of the heritage components identity.
However, according to 44 king street report (2016),
the courtyards do come with problems like heavy rain
could make the interior wet, even minor flooding
when air condition became a popular household
electronic device, many owners chose to cover up the
courtyards, losing the natural ventilation, as well as
the natural lightings, causing the courtyard become
dark and damp.

6.1

could be categorised as Late Straits Eclectic Style
based on the design of the façade and Madam Teh a
former tenant of the shophouse No.7 and she
informed the researcher the Nos. 3, 5 and 7 were built
and owned by a Straits Chinese (Peranakan family)
with the surname Wong since 1926. Certainly, the
cases studies of this research are a marvellous
example of Straits Settlements. Tye (2016) affirms
that the style was popular in George Town traditional
shophouses in the early 20th century when the city
was experiencing its prosperous era. However, it is
easily confused with the Early Straits Eclectic Style
as they share similar appearance.

The traditional shophouses are categorised as the Late
Straits Eclectic Style. This is also supported by the
characteristics of the facade as presented in Figure 3.
However, the findings of the study shows that a
common feature from the Early Straits Eclectic Style
– central keystone of the windows arches can be
observed at the facade. This agrees with Ahmed
(1994) and Tan (2015). The authors mentioned that
the shophouses styles could be overlapped with some
of the elements in earlier styles remained.

7

NATURAL VENTILATION

As discussed that the natural ventilation is important
in the shophouses buildings which have long and
narrow forms. The findings show that with effective
ventilation in the buildings, excessive moisture and
odour could be removed while bringing fresh air into
the buildings. Figure 4 shows the cross ventilation
across shophouse No.3 and stack ventilation that
happens at the air well. These agree with Kubota, et
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al. (2017). The authors affirm that shophouses
courtyard were originally designed to be fully open to
the sky and is similar to the internal courtyards in
Southern Chinese architecture. Hence, the concept
adapted the local conditions, as the house is long and
narrow. From the observation, the study findings
show that the raised floors allow fresh air to ventilate
underneath and reduce exposure to cold and damp
rising up from the ground.

Figure 4: Ventilation Diagram in shophouse No.3 section.
Source: Adapted and Surveyed by Author

flowing of rain water into the buildings also
symbolises the accumulation of wealth. This findings
agree with Zwain and Bahauddin (2017). The authors
stated that Chinese strongly believe that water
represents ‘wealth’ and hence they designed drain
pipes in a way to force rainwater flowing around the
house first before being discharged into the drain
outside. This design ensures that wealth (rainwater)
will circulate within the house for a long time spent.
Some families have also constructed an indoor well
to store rainwater, directed from drain pipes. The
outlets of these drain pipes were often moulded into
interesting fish sculptures. Based on the researchers
observation findings disagree with
Zwain and Bahauddin (2017). Authors found that
the outlets of drain pipes were often moulded into
interesting fish sculptures. Hence, courtyard shows
some potted plants at the shophouses No.3, 5 and 7
makes the space greener. Moreover, the first
courtyard area also serves as a recreation place where
families playing mahjong and cherki (card game in
Hokkien) under the void. It leads into the ancestral
hall on the ground floor (Elnokaly& Wong, 2015).

8

Figure 5: Potted Plants at the Courtyard of shophouse No.5.
Source: Adapted and Surveyed by Author

From the observation as presented in Figure 5
courtyards were utilized as a garden, daylight
element, ventilation system and playground, shows
that almost all the courtyards are utilized as gardens
as well as for daylighting as well as natural air
purposes. These open-to-sky spaces may be
backyards, small air wells and most commonly,
internal courtyards. Depending on their size, these
courtyards may be landscaped spaces for quiet
reflection, places to dry laundry, vents for cooking
fumes or toilet odours or spaces for any number of
household activities.
Referring to Figure 5 as presented from Lot No. 5
courtyard, physical observation shows that the
courtyard functioned to discharge the rain water from
the roof to the sunken well. As water represents
wealth in the Chinese belief - ‘Feng Shui’, the

NATURAL LIGHTING

The researcher observations observe that the
courtyard plays an important role in providing the
interior with sunlight. Courtyard shutters and
windows are the significant elements that illuminate
the interior during the day. Without them, the long
shophouses have insufficient natural lighting, thus are
required to rely heavily on electrical lighting to
brighten up the interior. The areas nearby the
windows and courtyard received more day light than
the others as presented in Figure 6. As well as, the
observation results also show that the interdependent
relationship between the building and environment is
emphasised by the traditional courtyard shophouses
in George Town revolving around the area elements.
The main building in a courtyard shophouse faces the
sun for sufficient lighting and kitchen, toilet, shower,
and other facilities are located in the backyard. This
findings agree with the perception of statement
Kubota et al (2017). Kubota et al (2017). The authors
stated that courtyard is used mainly for outdoor work.
It also works an important function in providing
sunlight and fresh air to the rooms that face it.
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9

Figure 6: Natural lighting diagram in shophouse No.3
section. Source: Adapted and Surveyed by Author

Figure 7: Light Penetrates from the Shutter of Courtyard to
the Inside Shophouse. Source: Adapted and Surveyed by
Author

As previously presented herein, internal courtyards
are effective in securing air flow as well as
daylighting particularly in a deep-plan shophouse. It
was found that a deep (in height), closed internal
courtyard, such as the type shophouse courtyard, is
avoiding excessive humidity, even though crossventilation would increase indoor air temperature to a
certain extent. Therefore, The central design concept
in the shophouse architecture in providing proper
ventilation and lightening as presented in Figure 7,
especially for the tropical climate. That has been
achieved through several elements and techniques
within the whole design of the shophouse building.
The courtyard and its location, as shophouse got
one or in some cases have two courtyards that are to
increase its efficiency as well as could help to conduct
more than one function in same time. The open space
system is also a pivotal design strategy to achieve the
active ventilation and better daylighting inside the
shophouse. Thus, all these factors are auto-integrated
within the building process to form a unified relation
between the natural ventilation and natural lightings
system and all other systems in the courtyard
shophouse architecture.
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CONCLUSION

The investigation of traditional courtyard shophouses
underlines the great significance and the
environmental contribution of the central courtyard.
The courtyard plays an important role in vernacular
architecture of Heritage city George Town, as it forms
the main channel of natural lighting to the indoor
spaces of the building. Courtyard houses are
described by adaptability to the local climatic
conditions. The existence of courtyards allows the
integration of a series of passive design principles and
thus ensures the optimal building’s thermal
performance approaching conditions closer to human
comfort conditions. Courtyard shophouses cease to be
passive receptors of the climatic conditions but are
designed so as to function efficiently with the
different environmental conditions. In this way, the
sun and the wind are considered positive elements,
defining the geometry and the overall composition of
the shophouses. However, the traditional shophouses
No.3, 5, 7 in Penang, which has been presented in this
paper, were converted into a boutique hotel
shophouses in the heritage area of George Town,
Penang. One can find the original features
architectural identity opening and decorative
elements of the shophouse in these buildings. It would
be great if the appropriate government agencies and
non-government organisation would pay more
attention to these old shophouses around George
Town Heritage City, this is with a view to sustaining
the traditional shophouses components. The resultant
effect of this would be sustainability of the cultural
and place identity for the next generation. Therefore,
the maintenance of the cultural identity of the George
Town Heritage City is pertinent. Thus, cannot be
over-emphasised. It is important that care and
sensitivity should be exercised in repairing existing
openings as well as in designing new ones.
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Abstract:

The existence of musical practices among cultures and societies across the world has long been the concern
of the scholars of various field of study. Studies that have been carried out among others bring out an approach
called ecosystem of music. In this approach, the existence of music is a result of interrelating elements,
namely: the music learning system, musicians and community, context and construct, regulation and
infrastructure, and the media and music industry. In other words, there are things that go from upstream to
downstream in a sequences which is in turn establish the existence of a music. This paper attempts to examine
the role of ethnomusicologists in the effort to maintaining an ecosystem of music, focusing on an applied
ethnomusicology work, i.e. the development of cultural villages in Yogyakarta. Furthermore, by
understanding the role of ethnomusicologists in maintaining the ecosystem of music, the author are trying to
put composition major in ethnomusicology program (in this case is in department of ethnomusicology, ISI
Yogyakarta) as an effort to establishing ecosystem of music. By understanding the ecosystem music, in the
end, ethnomusicologists have realized that they have to open new scenes in the domains within the ecosystem
to maintain it.

1

INTRODUCTION

In comparison to the other disciplines in sociohumanities in Indonesia, ethnomusicology is less
popular. In fact, in comparison to the disciplines in
music (read: Western music) it should be admitted
that ethnomusicology has not gain much popularity.
The bottom line is that ethnomusicology has not been
quite well known even among ordinary people. For
most people, music is about enjoyable sounds known
as entertainment. As a result, music is considered as
a trivial thing that should not be given serious
attention. Indeed, such view is not totally incorrect
but it is not totally correct as well. The view that
music refers to the human activities that produce
sounds for entertainment purpose appears to the
surface because music is seen as a product. Music is
not seen as a result of serious contemplation from
both individuals and communities; instead, music is
sometimes seen as a part of fun activities. As a result,
music is not considered as a serious matter and
therefore it should not be given serious attention
whereas the presence of music both in the form of
sounds and in the form of performances is the product
of a long sequence of human activities.

According to Alan Merriam, the sounds in music
is one of the chains within a cycle that produces the
music itself, starting from the concept that underlies
the music into the stimulation of behaviours that
produce those sounds. Merriam proposes how the
concept might influence the sounds in music: “There
is a constant feedback from the product to the
concepts about music, and this is what accouns both
for change and stability in music system.”(Merriam,
1964:33). Such model creates a cycle in which the
concept influences the behaviours that produce
sounds. There is a constant feedback from the product
to the concept of music and it is this constant feedback
that causes the music system to be able to change yet
it is still stable. Thereby, music system has mutually
supporting elements so that it is able to produce the
sounds in the music. In order to understand the
subject, one may borrow the concept of ecosystem
that has been generally found in the discipline of
Biology.
The Online Encyclopaedia Britannica defines
ecosystem as “the complex of living organisms, their
physical environment, and all their interrelationships
in a particular unit of space.”(britannia, 2018)
Furthermore, it is explained that:
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An ecosystem can be categorized into its
abiotic constituents, including minerals,
climate, soil, water, sunlight, and all other
nonliving elements, and its biotic constituents,
consisting of all its living members. Linking
these constituents together are two major
forces: the flow of energy through the
ecosystem, and the cycling of nutrients within
the ecosystem.
In general, within an ecosystem there is a physical
environment in which living organisms are present
along with the energy that ensures both the
environment and the organisms to survive and
perform their activities. Similar situation is also found
in the music ecosystem. Music does not come out of
the blue; instead, music comes out from the other
elements outside the symptoms of sounds alone.
Through the article, the researcher would like to
identify the relationship between ethnomusicology
and music ecosystem with main reference to the
researcher’s experience in the field. Then, the article
is divided into five parts namely introduction, brief
explanation on music ecosystem, explanation on
mutually supporting elements within music
ecosystem with a case study on the development of
culture village in the Province of Yogyakarta Special
Region and ethnomusicology position (in terms of
both composition and creation) in a music ecosystem.
In the last part of the article, the researcher will not
provide any conclusions; instead, the researcher
would like to give reflection that is expected to trigger
further discussion about how ethnomusicology might
play more significant role in a music ecosystem.

2

MUSIC ECOSYSTEM

The idea about “music ecosystem” is probability
introduced for the first time through an article by
William Kay Archer in 1964 entitled “On the Ecology
of Music” (Huib&Dan Bendrups, 2015). The idea
then has been mostly developed by Huib Schippers.
The main point of the idea is that music ecosystem is
a unity that consists of the elements of performers
(from the music producers down to the music
consumers or from the composers down to the
musicians until the audience), environment in which
the performers and the music that they compose and
contemplate live (both the physical one and the nonphysical one) and factors that encourage the
performers continue performing their activities and
factors that maintain and preserve the environment in
which the music lives and grows.

So far, the articles that discuss music ecosystem
or music ecology have been trying to review the
continuity of music culture. Schippers proposes five
interrelated domains that play the role in maintaining
the continuity of a music namely music learning
system, musician and community/society, context
and construct, regulation and infrastructure and also
music media and industry (Schipper, 2010).
Departing from these domains, it is apparent that the
continuity of a music is supported by an ecosystem
which has synergic elements from the upstream to the
downstream. Principally, it is difficult to define which
point that belongs to the upstream and which point
that belongs to the downstream in the life cycle of a
music genre or a music culture because the elements
in the music ecosystem provide constant feedback
continuously from one to another as having been
proposed by Merriam in his classical model.
However, in general the beginning of a cycle is
defined to be the appearance of the object under
observation. In the case of music ecosystem, the
beginning or the upstream of a cycle might refer to
the time of appearance (birth, creation and
presentation) while the downstream might refer to the
time of consumption. In the case of spontaneous
composition. Composition that is directly made
during a performance, or defined as in the course of
performance (Nettl, 2015), the upstream and the
downstream might appear slightly in the same time.
Within a music ecosystem, the chains from the
upstream to the downstream involve numerous
elements. For the local-traditional music, the
elements that might be found are namely musician,
learning institution and music transition, community
of music owner, aesthetics measure (with regards to
how “appropriate” a music should be performed),
activity that becomes the context of the music (for
example: rituals, because it should be admitted that
most of the music in Archipelago is music “in
framework”) and shaman/figure who leads ceremony,
procession and alike. For the genre of modern music,
the elements that might be found in the ecosystem
namely musician, recording agency or label, fans,
distributor, learning institution (formal or nonformal), broadcast institution, retail store (although
nowadays retail store has been rarely found),
regulation on copyright, recording studio, provider of
recording software and hardware, social network and
web sites.
These elements principally consist of multiple
stakeholders who keep the cycle moving. In order to
attain more concrete description on how these
stakeholders play their role in the music ecosystem,
or specifically in the culture ecosystem, the
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researcher would like to share an example in the form
of culture villages development in the Province of
Yogyakarta Special Region because the researcher
has been directly involved within the development.
As a result, the researcher has first-hand experience
and information

3

ESTABLISHING
CULTURE
ECOSYSTEM: AN EXAMPLE
FROM YOGYAKARTA

Yogyakarta has been known as “City of Culture.”
Therefore, it is no wonder that one of the aspects that
become the centre of gravity for the privilege of the
Province is culture as having been formulated in Law
Number 12 Year 2012 Regarding the Privilege of the
Province of Yogyakarta Special Region. In
preserving the privilege, the Province of Yogyakarta
Special Region has four main pillars known as 4k
namely kraton (Sultanate), kaprajan (Government),
kampus (campus or academy) and kampung (village
or community). The four pillars automatically
become the foothold of culture ecosystem in
Yogyakarta (www.jogjaprov.go.id, 2018).
One of the programs that have been implemented
within the framework of the privilege within the
Province of Yogyakarta Special Region is culture
village development. This program has legal
protection namely Governor Regulation Number 36
Year 2014 Regarding Culture Village and so far there
are 56 Culture Villages that have been developed in
the Province. The main objective in the program
implementation is to improve the quality and the
activity of cultural effort in the villages that have
already hold the status of Culture Village and the
activities in the program implementation are namely
establishing
coordination
between
village
government and provincial government, collecting
data about the potentials of the culture village,
establishing organizations of culture village caretaker
that will be the partner of village government in the
effort of developing the pertinent village culture,
designing village culture programs, reporting and
evaluating village culture activities and pursuing
dynamism in the activities of actualizing, developing
and preserving cultural potentials. Up to date, there
are quite plenty of human resources with
ethnomusicology educational background (who
might be called as ethnomusicologist) who have been
involved in the program and who have given
emphasis on the music culture in the culture village.
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The work that the ethnomusicologists have
performed in the program does not only focus on the
musical activities but also the musical practice so that
a musical group might survive and strive. In the early
years of the program implementation, it should be
admitted that most works are directed toward how to
provide technical skills to the musical performers in
the targeted villages. Unfortunately, this work bears
certain risks. In terms of ethics, the involved
ethnomusicologists might step over the local human
resources who possess more insight about the
practical aspects in their music and life context. In
addition, many people perceive that performing the
work through such manner might threaten the bread
and butter of the local musicians (most of the local
people earn their bread and butter from teaching the
local musical group, working as gamelan teacher,
working as music teacher for jathilan, teaching
traditional dance and alike). In addition, these groups
still do not have plenty space for expressing
themselves and they barely have supports from the
other stakeholders.
In the development, and also based on the
evaluation results, the work then is directed more to
how to establish the connection between the art
performers in the culture villages and the culture
village government and the culture village to the other
stakeholders (in this case the kaprajan, the kampus or
the kraton). The connection with the kraton is actually
vaguer since the kraton becomes the cultural
“reference” or the cultural patron. In other words, the
connection with the kraton is actually vagyes since
the kraton is the centre of the culture. Despite the fact
that the kraton becomes the centre of the culture, the
kraton still provides some space for the facilitation of
the art groups (such as karawitan or traditional
gamelan music group) from the villages to routinely
perform in the kraton. Then, in the connection with
the kaprajan the culture village caretakers are
encouraged to scrutinize the programs that have been
provided by numerous institutions for the sake of mix
and match so that the culture village caretakers might
attain support from the related institutions. For
example, many programs that belong to the regional
government (both in the province level and in the
regency level) now have been executed in the culture
villages. On the contrary, the regional government
nowadays has frequently involved the performers
from the culture villages in the planning and the
execution of the regional government’s programs; for
instance, these performers are involved in the
formulation of value system draft during the
discussion of development planning. Then, in the
village level the performers who are organized in the
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culture village caretakers have now been involved in
the formulation of middle-term development
planning (accompanying the section of service that is
in charge of the domain of cultural affairs). Another
activity that has been performed altogether with the
regional government is data collection. In the present
time, the regional government is easier to gather
information due to the presence of the culture village
caretaker that is in charge of cultural affairs and
becomes the partner of the culture village
government. In terms of regulation, the regional
government has issued the governor decree and the
other decree that support the presence of culture
village and that also divides the responsibility of
village culture caretaking activities (under the
provincial government) and the responsibility of
village culture stub (under the regency government).
Furthermore, the performers in the culture
villages are also encouraged to establish connection
with higher education institutions in Yogyakarta. For
instance, such cooperation that has been established
is the cooperation between several culture villages
and the community service institutions for holding
training in activity program design and master plan
among the village culture caretaker and the technical
training and guidance provided by the university
students who have been sent to develop and guide the
art domains with the art performers in the culture
villages (including the training and guidance in the
domains of music, dance, handicraft, package and
alike). The improvement on the knowledge and skills
is also pursued by the involved musicologists by
mutually sharing their knowledge and insight to the
art performers, by providing presumably relevant
references, by motivating the art performers and by
providing feedback if they are asked to do so.
Relationship is also continuously established
between the culture villages and the private
institutions, for instance, by proposing certain offers
to hotel or restaurant managements so that the culture
villages might their cultural potentials, both the
performance-related potentials and the handicraftrelated potentials, before the guest of the hotel or the
restaurant. The performance groups from these
culture villages are expected to have regular schedule
of performance in the hotel or restaurant and, in the
same time, the local handicraft product might also be
displayed in the hotel or the restaurant as part of
promotion and marketing efforts to the guest.
Through this cooperation, it is expected that the
economy of the art performers in the culture villages
might be improved.
The main idea or the main objective of the
program is to assist the art performers in the culture

village to be the main potentials of their own culture
village. The connections that have been established
with the other stakeholders aims at increasing their
capacity in caretaking their cultural potentials. Those
connections are built upon the awareness on the
importance of the access toward all matters that
support the cycle of culture ecosystem, starting from
the
upstream
to
the
downstream.
The
ethnomusicologists who have participated in the
program deal how to keep increasing the capability of
the musicians in the culture villages until how to
attain the space for displaying their works. in this kind
of effort, the capacity of creating composition and
presentation should be possessed by an
ethnomusicologist.
During the fieldwork, the ethnomusicologists who
have been involved in the program, along with the
village government and the figure of local tradition,
are demanded to carry out data collection and
mapping and also to design action plan in order to
increase the activities of actualizing musical practice
in specific, and cultural practice in general, within the
community where they have been working. The
program that has been designed certainly affords the
establishment of the connection with the kraton, the
kaprajan and the kampus in order to attain as
maximum results as possible with as minimum capital
as possible. From the results of the brief research that
has been conducted (for instance: village history,
local concept, historical site and alike), the
ethnomusicologists encourage the culture village
musicians to give new touch to their work and activity
(for example: turning the history of their village into
the local concept or the local instrument as the source
of creative ideas). One of the examples is the use of
joglo (Javanese traditional house) that has historial
values for holding children art performance. The
history of joglo is presented in a sequence of children
art performance (karawitan, macapat, badui) that tells
the history of the joglo along with the changes within
the village. There is also a festival known as sorthong
(a simple device made of bamboo which functions to
assist the irrigation) and in this festival sorthong is
exploited as the source of the sound and the sorthong
is arranged in such a way that it will produce musical
composition. Moreover, the ethnomusicologists
should also contemplate about how to attain the space
of expression, the support from the government and
the attention from the university for the musical
groups that have been their partner so that the musical
groups will be provided with training and guidance in
order to improve the capacity.
In relation to the use of media, the
ethnomusicologists in the program is also demanded
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to establish connection with the local media and to
establish their own Internet-based information
channel and publication by creating web sites or
social media that tends to incur lower operational
cost. A good example of this matter is the web site of
Culture Village in Regency of Sleman,
www.desabudayasleman.org, that has been officially
announced by the Regent of Sleman in 2017. In the
future, the web site is expected to be the information
media and also the database of culture villages in the
Regency of Sleman.
The main point in this context is that the
ethnomusicologists who have been participated in the
program are demanded to be the facilitator, the
motivator and the creator. Such fieldwork directs the
ethnomusicologists to implement their knowledge
and insight in the real-life situation and thus the
application might be termed as applied
ethnomusicology. The ethnomusicologists should
think in practical manner in order to solve the
problems that they have found in the field within the
effort of assisting the community that becomes their
partner. It will be very naïve if people think that the
ethnomusicologists segregate themselves by claiming
that the domain of ethnomusicology is merely about
review. Moreover, from this point of view it is also
apparent that the ethnomusicologists are demanded to
have good communication and diplomacy skills in
order to establish the connection with the
stakeholders.
Therefore, in the future it should be admitted that
the ethnomusicologists are demanded to perform
contemplation with the approach of music ecosystem
in order to preserve the musical cultures so that these
cultures will survive. The flow from the upstream to
the downstream should be put into consideration in
order to map all potentials that might appear, both the
inhibiting ones and the supporting ones. The reason is
that by the time an ethnomusicologist performs the
fieldwork his or her disciplinary idealism sometimes
does not meet the existing conditions and therefore
the ethnomusicologist is demanded to be more aware
and more responsive to the surrounding environment.
For a best viewing experience the used font must
be Times New Roman, on a Macintosh use the font
named times, except on special occasions, such as
program code (Section 2.3.7).
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4

CREATION IN
ETHNOMUSICOLOGY?

Learning from the reality in the applied art world as
explained above, writer is interested to discuss on the
existence of creation in ethnomusicology. That is
based on some discussion which focus on appearing
main interest of music creation in ethnomusicology
department. Some people might say that
ethnomusicology, with the word ‘logos’ attached to
it, is a discipline which focus on the domain of the
study or research, so that it is not proper if
ethnomusicology department in charge of an interest
fixate on music creation practices. Besides, some
other people might not consider it as a big matter.
Next, there might be some group of people who think
that “ethnic music is inappropriate to be created in an
academic context. Ethnic music is indeed a music
which was born in a life of an ethnic group, not to be
created in a classroom”. These opinions are not
wrong, but could be not absolutely correct.
When we look closer, it seems like there were a
contradictive grouping of ethnic music and nonethnic music (western music). Ethnic music is a kind
of music which come from a community (could be an
ethnicity) . It could be anonymous or there might not
be a single creator. On the other hand, non-ethnic
music (western music) have their creators or song
writers. Above all, the question is: are thus mean nonethnic music is not a kind of music which come from
a society and the existence could be maintained by
people’s participation? If we use music ecosystem
approach, then either ethnic music or music which is
categorized as non-ethnic one could live and grow
due to the participation of the people. Thus, if we
claim ethnic music is not meant to be created (by
someone in the classroom), then so it is with the nonethnic music, as both of them still need society/its
community and live between them. Even so, a matter
of whether ethnomusicology study is proper enough
to take care about western music is still often become
an object of discussions. Jaan Kunst, in the beginning
of ethnomusicology history, stated that Western art
music is not an object of ethnomusicology study.
Kunst stated:
The study-object of ethnomusicology, or, as it
originally was called: comparative musicology, is
the traditional music and musical instruments of
all cultural strata of mankind, from the so-called
primitive peoples to the civilized nations. Our
science, therefore, investigates all tribal and folk
music and every kind of non-Western art music.
Besides, it studies as well the sociological aspects
of music, as the phenomena of musical

Ethnomusicology and Music Ecosystem

acculturation, i.e. the hybridizing influence of
alien musical elements. Western art- and popular
(entertainment-) music do not belong to its field
(Kunst, 1969).
There are also some people who consider that it is
not right if there is creation as a main interest under
ethnomusicology department, but on the contrary it
should be under music department, with a claim that
no matter what object is being created or composed,
either western music or non-western music, they
belong to just music. The matter of whether music
creation as a main interest is more appropriate to be
under ethnomusicology department or music
department, seems a bit similar to a debate which
have ever arisen in the west about whether
ethnomusicology department more appropriate to be
under music or anthropology faculty. Is
ethnomusicology department more appropriate to be
under faculty of performance (like in have in ISI
Yogyakarta) or cultural science faculty (like in USU
Medan), because ethnomusicology is not a branch of
art, but it is actually a since about art, which is music.
Furthermore, if the emergence of creation as a
main interest in ethnomusicology is considered to be
violating the nature ethnomusicology which is a
science about studies and thus is considered to be
potentially turning “the history” of ethnomusicology.
Isn’t it happening? Although at the beginning art
music and western performance, as stated by Kunst,
are not an object of ethnomusicology studies, there
are many studies about non-ethnic music emerging
right now, even studies about music which are
categorized as the contemporary one (Post, 2007).
Initially ethnomusicology is a study which is done by
someone to some music outside their culture (mostly
westerners who did a research about non-western
music were called an ethnomusicologist, while a nonwesterners who did research about western music
were called a musicologist) because they are
considered capable to avoid bias. Today’s fact is on
the other hand: insiders are considered more capable
to uncover the concepts their own music, and the
matter of bias could be minimized through
measureable methods.
Like the approach that writer tries to discuss in
this paper, it is to look at a music culture life as an
ecosystem, probably the emergence main interest of
music creation under ethnomusicology department is
not a real important thing to be disputed because there
is almost no negative impact according to writer. On
the other hand, the emergence of this main interest, in
ecosystem music context, give a new space in
learning domain. As one of the chains of music
ecosystem, the emergence of music creation as a main

interest provides a room which is expected to be able
to accommodate those who put more interest in music
composition or music creation, which later on will
keep producing music products. However, according
to writer, the things that still should be thought about
and developed are the methods inside. Under
department o ethnomusicology, creation as a main
interest should keep exploring composition methods
and concepts from various music culture in
Indonesian archipelago as it source. As an example,
kelentangan music practice from Dayak Benuaq, East
Borneo, which shows that music transmission process
couldn’t be separated from it rites context, could be
explored to see how the relation of pemeliatn
movement and kelentangan percussion instrument
pattern in a series process bekajiq (niteni, paying
attention to), kintau (niro’ake, imitating), and tameh
(nambahi, adding, developing) which performed by a
penu’ung (musician), (Irawati, 2016). How a
penu’ung develops base percussion patterns in
accordance to his/her ability to follow the movement
of pemeliatn and rite structure could be one of the
references in music creation aspects in
ethnomusicology department (Irawati, 2017).
Another example that could be explored in the matter
of method is how a pakacaping is able to create a song
spontaneously using the surrounding circumstances
as an inspiration. Actually, many of our musical
practices are very interesting to be learnt about and
taken as sources in connection to creation methods.
The most appropriate (and might be the most fun) to
do this is an ethnomusicologist have to directly
involve in the activity of the society which owns the
music. Because in doing so, an ethnomusicologist
will experience the dynamics of a music ecosystem.
Back to the matter of music ecosystem, as have
been explained above, we can see that the fact in the
real world nowadays, an ethnomusicologist is
required to be present and participating in solving
problems directly, not only giving theoretical
arguments. Moreover, when working in the real
world, basically there is no more chance to claim that
as an ethnomusicologist, a person is only obliged to
help doing a job related to things in nature of studies.
Music ecosystem pushes ethnomusicologists to be
sensitive and to get involved in conserving a music
culture from its aspects, not just stick to discipliner
idealism.

5

CONCLUSIONS

As have been stated in the beginning, writer would
not end this paper with a conclusion. On the other
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hand, writer want to ask the reader to contemplate
more on how far have we get involved, as an
ethnomusicologist or person who put an interest in
culture, in understanding a music culture as an
ecosystem. Beyond all questions, there is an aspect or
more in music ecosystems which become a focus of
an ethnomusicologist. However, have we think
further about our role and the side effect of another
aspect in music ecosystem?
Next, with understanding music ecosystem, it is
common that an ethnomusicologist start to open new
rooms or domains in that ecosystem, to maintain or
even strengthen the chains. The emergence of
creation as a main interest in ethnomusicology
department, for example, could be seen as one of the
efforts to strengthen learning domain which later on
will affect the flow of upstream and downstream
music ecosystem. Besides, we are obliged to consider
about how some appropriate methods, which one
among them could be extracted from compositional
methods of various musical practice in Indonesia. So,
studies and creation could take their own role in
music ecosystem. Or, is it possible that studies and
creation in ethnomusicology are one two sides of a
coin?.
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Abstract:

Nowadays wooden sunglasses are popular to bring quirky impression as it has eco-design value. Teak,
sonokeling, or ebony are types of wood commonly used as wooden sunglasses. Meanwhile, there is a type of
wood with abundant availability in East Java that is also potential to use: Robusta coffee (Coffea Canephora)
wood, as this wood is hard enough and has sufficient elasticity. However, the economic value of this wood is
currently low, as it is only used as firewood. This research aims to optimize the economic value of Robusta
coffee wood by utilizing them as sunglasses. The first step was market analysis to decide who was the potential
target of user/consumer/buyer. The next analysis was “persona” and artifact analysis. “Persona” method was
used to illustrate the behavior and lifestyle of the user, while artifact analysis is to get a picture or the pattern
of fashion-stuffs owned by the user. These methods resulted in three series of design concepts: “Diver”,
“Sherlock”, and “Storyteller”. Furthermore, a mood board was made as a design guide, by collecting images,
photos and material containing the related situation, theme or color. Mood board aims to determine the shape
of wooden sunglasses to meet the design concept. Finally, experiments were conducted by the exploration of
wood materials to meet the impression as determined by design concept, those are wood cutting processes
with many patterns, finishing, layering, laser cutting, mix-material, wood bending, component mounting
support, and the market test. The results of this study indicate that Robusta coffee wood has the potential to
be developed into wooden sunglasses. The challenge lies in the process of cutting (mostly wood coffee has a
lot of cracks), mixing wood with resin, the fit into anthropometry requirement, and bending wood. The quality
control will guarantee precise and consistent quality to ensure the wooden sunglasses is comfortable to wea.

1

INTRODUCTION

Sunglasses with wooden frames are becoming a
phenomenon of fashion trends. Wooden sunglasses
are increasingly popular among young people and
public figures as they can bring a quirky impression
(Adventa, 2016).
As a tropical country, Indonesia's potential in
producing timber is very large. That is why wood raw
material is used for various purposes. Countless
woodcraft products, ranging from furniture, cutlery,
home decor, to accessories. Eco-design and the use of
natural materials as raw materials are increasingly
widespread. Market demand for environmentally
friendly products is increasing (Arianto, 2017).

Figure 1: Comparison of Interest Pictures Over time on
wooden sunglasses and plastic sunglasses (Google Trend,
2018)

The above is a graph of the comparison of
eyeglass trends over the past 2 years between wooden
sunglasses and plastic sunglasses in Indonesia. It can
be seen that the interest over time of wood sunglasses
is higher than plastic sunglasses. The distribution of
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interest is also more evenly distributed than plastic
sunglasses.
Types of wood usually used for wooden
sunglasses are teak, rosewood, and ebony. It is
because those woods are hard but still have sufficient
elasticity for bending feature needed for sunglasses.
There is another type of wood that is hard and elastic
enough which is coffee wood.
It is noted that Indonesia is the fourth largest
coffee producer in the world after Brazil, Vietnam,
and Colombia. According to statistics from the
Directorate General of Plantation of Indonesia
(2017), in 2017 Indonesia was able to produce
637,539 tons of coffee beans at 1,227,787 hectares of
land. The land area increases when compared to the
previous year which was 1,228,512 Ha. This proves
that Indonesia has very large coffee land and
continues to increase every year. [2] According to the
Plantation Office of East Java Province (2017), most
of the coffee production in East Java is Robusta
coffee. The area of robusta coffee fields in East Java
in 2017 is 85,075 hectares with a production of
51,107 tons. The calculation is far more than Arabica
coffee which in 2017 in East Java there was only
21,380 Ha of coffee land with a production of 16,507
tons.
East Java has a coffee plantation area of 85,075 ha
in 2017 (Statistics of Agriculture Office of Indonesia,
2017). One hectare on average consists of 1,200
coffee trees, so in East Java, there are at least 102
million coffee trees. From the above calculations, it
can be concluded that the availability of wood coffee
in East Java is very abundant at 102 million coffee
trees
East Java is noted to have extensive coffee
plantation land owned both government and private
(Arianto, 2017). The abundance of this coffee
plantation is not yet optimally utilized, especially the
wood. So far, the utilization of coffee wood is only
for drum sticks, ashtrays, prayer beads, machetes, and
furniture. These products use sapwood, while coffee
wood that has been cut down for a long time and
already being old and dry, tends not to be utilized.
Therefore, this old and dry coffee wood has only been
used as firewood.
The small size of coffee wood and its irregular
stems make coffee wood less attractive to the people
of East Java. Wood coffee is mostly just a substitute
for coffee bean production. That is coffee wood in
East Java is only used as firewood that has lack of
economic value.

2

LITERATURE REVIEW

2.1

Classification of Robusta Coffee
(Coffea Canephora)

Robusta coffee plants have better adaptations
compared to arabica type coffee. The area of robusta
coffee plantations in Indonesia is relatively extensive.
Because the type of Robusta coffee can grow at a
lower altitude than the location of Arabica
plantations. The original Robusta coffee is almost
gone. Currently, several types of Robusta have been
mixed into clones or hybrids, such as BP 39, BP 42,
SA 13, SA 34, and SA 56 clones. Robusta coffee
production, in general, can reach 800-2,000
kg/hectare/ year (Directorate General Plantation of
Indonesia, 2002).
Based on taxonomy, the scientific classification
of the robusta coffee plant (Coffea canephora) is
included in:
Kingdom
: Plantea
Division
: Magnoliophyta
Sub Kingdom
: Tracheobionta
Superdivision
: Spermatophyta
Class
: Magnoliopsida
Subclass
: Asteridae
Orde
: Rubiales
Family
: Rubiaceae
Genus
: Coffea
Species
: Coffea Robusta

2.2

Productive and Moisture Content
of Robusta Coffee

The sapwood of coffee wood has a high water content
so the coffee wood must be dried first to reach the
desired moisture content. Or we can also use
hardwood, the old and dry one. Coffee wood water
content can be known as (Risky, 2015).
Table 1. Productive Age Tables and Robusta Coffee Water
Content
Sapwood
• Teenage years
• Unproductive
• The Moisture> 20%

2.3

Hardwood
• 50 years old
• Rejuvenation results
• The moisture content of
12%

Productive and Moisture Content
of Robusta Coffee

Wooden sunglasses have been made and are on the
market. So far there are several wooden sunglasses
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brands on the market. Some use wood as raw material
but use more metal than wood. There are also those
who use wood materials, but the products are 100%
customed design. There are also those who market
their products with a predetermined form from the
beginning but duplicate the design of non-wood
material glasses. So that no one has specifically
explored the uniqueness of wood coffee
Do not add any text to the headers (do not set
running heads) and footers, not even page numbers,
because text will be added electronically. For a best
viewing experience the used font must be Times New
Roman, on a Macintosh use the font named times,
except on special occasions, such as program code
(Section 2.3.7).

3

METHODS

The first step was market analysis to decide who was
the potential target of user/consumer/buyer. The next
analysis was “persona” and artifact analysis.
“Persona” method was used to illustrate the behavior
and lifestyle of the user, while artifact analysis is to
get a picture or the pattern of fashion-stuffs owned by
the user. These methods resulted in three series of
design concepts: “Diver”, “Sherlock”, and
“Storyteller”. Furthermore, a mood board was made
as a design guide, by collecting images, photos and
material containing the related situation, theme or
color. Mood board aims to determine the shape of
wooden sunglasses to meet the design concept.
Finally, experiments were conducted by the
exploration of wood materials to meet the impression
as determined by design concept.

Figure 2: Design Framework

4
4.1

RESULT AND DISCUSSION
Persona

This persona is obtained from observations of
potential target markets, with the following
description:
Name
: Katie
Age
: 25 years old
Hobbies : Water Activities (Swimming, Diving,
Cruising)
Katie is a singer and actress. Katie is an Instagram
user with a large follower of 136.4 million followers.
Katie likes to spend time watching horror movies
while having free time. But when viewed from the
vacation pattern, Katie always spends his time close
to water, ranging from just swimming, beach tanning,
cruising to scuba diving. Katie is a public figure who
represents the millennials and is seen often wearing
glasses, especially sunglasses.

Figure 3: Design Framework

From the classification of prospective customers
according to their attention style and social class, it is
classified as sophisticated because prospective
customers have high economic status and are
followed by culture or the desire to buy a product is
also high. The characteristics of sophisticated users:
1. Good treatment: A sophisticated person has a high
sense of responsibility for every work done. They are
more mature and wise in determining a decision.
Caring with the issues around and they became an
inspirational figure for people around.
2. Having high knowledge: Having knowledge that is
relatively good, intelligent, and hard-working, so
from the point of socializing they are very great and
can balance their interlocutors.
3. Fashionable: Have a taste in fashion. Beautiful
appearance looks neat, the tendency to appear
naturally, not excessive.
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4. Good relationship: Having a close relationship both
in relatives and family. So that it can build trust for
those around them.

4.2

Artefact Analysis

Katie looks like she often wears glasses that tend to
be rounded, circle, and big rims. For the style of her
own glasses, Katie likes classic-style glasses. It can
be seen from the shape of the glasses she wears that
are tend to be rounded and sometimes she is also seen
wearing sunglasses with top bars and original
aviators. Katie likes to wear glasses with a mild
impression. For the type of glasses based on the lens,
Katie is more often seen wearing sunglasses. Not only
black lenses but she also seen several times using
colored lenses, both mirror lenses, and polarised
lenses.

4.3

Moodboard

Moodboards are carried out in parallel with artifact
analysis by identifying themes and colors. Based on
the product used by the person, the person tends to
like to wear comfortable clothing, for example,
sweaters, jumpsuit, plain t-shirts. Persona also likes
clothing with a classic style and not an era like
turtlenecks and denim. Persona sometimes uses a
dress, but the dress used tends to be nuanced summer
dress and still very comfortable to use. for footwear,
people prefer to use sneakers. Persona only uses high
heels when attending large and formal events. The
conclusion is found that street style and urban style
are in demand by persona.

4.4

Experiment

Experiments in this research consist of: wood cutting
processes with many patterns, finishing, layering,
laser cutting, mixing material, wood bending and
market test.

4.4.1 Wood Cutting Process
This wood cutting process experiment is needed
considering the wood character of Robusta coffee
which has many cracks and tends to be small in
diameter
Because of the analysis of the type of cut pattern
found that the most suitable cut pattern is vertical, it
is necessary to analyze the number of wooden boards
that can be produced from one robusta coffee stick.
Based on the types of cut patterns based on fiber in
the cross-sectional pattern in Figure 2.2, the most
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suitable coffee wood is cut based on the radial board
pattern because its diameter is relatively small which
is the lowest average of 48 mm Whereas the thickness
of the wooden board chased is 10 mm. This is to
pursue the production process of sunglasses that are
really thin layered.

Figure 4: Minimal Radial Cut Pattern

Analyzed on the minimum cross-section of the
coffee log, the coffee wood is 48 mm in diameter, it
was found that one log of wood produced 4 wooden
boards. Variants of wooden board sizes are 46mm,
42mm, 23mm, and 20mm. Everything is 10mm thick.

Figure 5: Maximum Radial Cut Patterns

Analyzed on the maximum average cross-section
of the coffee wood trunk, namely coffee wood 72 mm
in diameter, it was found that one log of coffee
produced 6 wooden boards. The wooden board
variants are 69mm, 68mm, 62mm, 54mm, 32mm, and
29mm. Everything is 10mm thick.
Based on the above analysis, it can be concluded
that the rims are most suitable for using large
diameter logs because the average rims of the
sunglasses are 55mm. As for the part of the paste or
stalk sunglasses can use large or small rods.

4.4.2 Finishing Analysis
Woodstain: If the surface of the wood is still rough it
must be done more than twice the brush to achieve a
pretty good finishing. The typical color of coffee will
disappear. The wood texture of the coffee looks
clearer. In the end result, the coffee wood surface will
look slightly shiny.
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4.5

Trend Analysis

Trend analysis is done to select the final design
concept that will be used from alternative design
concepts. Of the three alternative concepts, keywords
were taken to define trends during the last 12 months
in Indonesia.
For the concept of diver, keywords diving is taken
to represent the activities of divers or divers. For
Sherlock, Sherlock's own keywords are taken,
because Sherlock is a fictional character who can
represent himself. Whereas for the storyteller concept
Robusta keywords are taken as a phenomenon raised
in the concept.
Figure 6: Final results of wood stain finishing

Fine Sandpaper: If there is a small crack on the
coffee surface of the coffee wood, then during this
sanding process it is smoothed easily.

Figure 9: Interest Over Time from the Third Keyword
Alternative Concept (Google Trend, 2018)
Figure 7: Final Results of Fine Sandpaper

Polyurethane: This finishing was carried out
with the help of craftsmen from Sahawood
eyeglasses. The end result is relatively slightly shiny,
does not remove the texture of coffee wood fiber, and
is waterproof.

Judging from the Interest Over Time chart over
the past 12 months, it has been seen that keywords
diving and Sherlock top the level of interest in
Indonesian society compared to Robusta. Both have
competitive and balanced graphics. But diving charts
tend to be stable at an average of around 60%. From
the graph above it can be concluded that the diver
concept represented by diving keywords has the
greatest potential to be lifted.
Coffee Wood x Metal
In the mix-material experiment was carried out to find
out the possible compatibility of coffee wood
combined with other materials. The following are the
results of a wood mix-material experiment. Given
metal is a material that is always in demand in
eyewear products.

Figure 8: Example of the results of finishing using
polyurethane

Based on the end result, Polyurethane Finishing is
the most efficient finishing because of its character
which does not remove wood fiber and wood color.
As well as its waterproof character does not inhibit its
users to use their sunglasses while in humid areas or
do water activities.
Figure 10: Coffee Wood x Metal Experiment
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The experiment was carried out by combining
robusta coffee wood material with stainless steel in
the bridge and top bar sections. Judging from the
experiments above, metal and coffee wood have a
match, because it turns out that the combination of
wood and metal brings synergy and balances the
impression of wood that is too dense and impresses
stocky. But in the manufacturing process requires
more precision. This is because there are more
connection details between wood and metal that must
be made, including plumbing for screw mounting and
base rims.
Coffee Wood x Eboni Wood:

Figure 12: Experiments on Mixing Materials between
Coffee Wood Skin and Polyester Resin

Figure 11: Experiments on Mix Materials between Coffee
Wood and Wood Timber

In this experiment, the two types of wood, namely
coffee robusta and ebony wood were cut according to
the profile of the sunglasses using laser cutting. Then
put together with white glue. The combination of both
gives an impression like browline sunglasses. This is
because the color of ebony is much darker, namely
dark brown.
Coffee Wood x Polyester Resin: From the
experimental Mix Material between Coffee Wood
Skin and Polyester Resin, it was found that the resin
end result was bubbling. In addition, the final results
of dry resin are evenly distributed but not at the same
level of flexibility. Found in some parts dry but
slightly flexible like rubber.
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Coffee Wood x Epoxy Resin: The experiments were
first carried out in 3 types of experiments with
different pigment consistencies. This is to find out the
best consistency for the product applied to small
products such as sunglasses, and the end result.

Figure 13: Mix-material experiments (epoxy coffee wood)
1

In Experiment 1, 2 times resin pouring was carried
out. The first resin pour is navy blue with some white
pigment. Failure was found that it turned out that the
pigment precipitated and damaged the reaction
between the catalyst and resin so that it did not dry
completely. Subsequent pouring is a resin with
sufficient pigment to produce an almost clear navy. In
this process, it is found that the dry resin is perfect.
The pigments do not settle and interfere with the
drying process. The total drying time is 49 hours.
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Figure 16: Mix-material experiments (epoxy coffee wood)
Figure 14: Mix-material experiments (epoxy coffee wood)
2

In experiment 2 only uses one type of resin. Clear
resins are mixed with very little blue pigment. In this
experiment the dry resin is perfect, and the pigment
does not interfere with the drying process. Total
drying time is 24 hours.

Figure 15: Mix-material experiments (epoxy coffee wood)
3

In experiment 3, pouring the first resin with
concentrations of sea blue pigments is quite a lot like
experiment 1 and produces a similar result which is
not perfectly dry, even the resin is not sticky to wood
and can be separated from wood. Then the second
experiment was carried out by pouring a resin with a
low pigment concentration such as experiment 2
between the non-dry resin and coffee wood. It is
produced that the pouring of the second resin is
completely dry and adhesives to the over pigmented
wood and resin surfaces. The drying time is 56 hours.
The combination of resin and wood coffee has a
unique blend in visual terms because it produces the
impression of underwater and sky. However, in the
manufacturing process, it was found that the over
pigmented resin would not be completely dry and
sticky, this is because the drying process of the
pigment tends to settle and disrupt the catalyst
concentration to the resin. So using resin with low
pigment levels is the best choice.
After knowing the best levels of pigments for
epoxy resin, another experiment was conducted with
the best levels of pigments, namely very low
pigments.

4

From the above experiment, a new board was
formed in the form of a mixture of resin material and
robusta coffee wood. From the board above it can be
used to form eyewear profiles. Coffee Wood Skin x
Epoxy Resin:

Figure 17: MIX-material experiments (epoxy coffee wood)
5

In the experiment above it was found that bark
retains its exotic color, which is a darker color than
wood.

5

WOOD BENDING
EXPERIMENT

Sunglasses have a slight curvature in the temples.
Then a wood bending experiment was carried out
using a steel profile tool. The experiment was carried
out directly on coffee wood. Wood is pressed from
both directions to have the desired stickiness. In this
experiment, there were no problems. Perfect curved
wood with a high curvature can reach 30 mm.

Figure 18: Bending experiments of coffee wood
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Table 2: Nasal anthropometric survey tables.
No.
1
2
3
4
5
6
7
8
9
10
11
12
13
14

Figure 19: Final result of coffee wood bending experiments.

6

ANTHROPOMETRY ANALYSIS

Based on the Ergonomics Journal of Reading Glasses
(Faisal, 2016), the size of the lens is very diverse, but
the minimum horizontal width of one lens is 55-60
mm. While the universal bridge width is 10 mm.

Figure 20: Dimensions of general eyeglasses (visible
image)
A
B
C
D

Whereas to measure the length of the rims,
measurements of eyewear rims were carried out in a
sample of 10 people. This affects the horizontal
viewing range and comfort. Where in this case the
length of the rims refers to rarely between the base of
the temple.
Table 1: Survey tables for eyeglasses rims length (Source:
Dorojati, 2017):
Sample
1
2
3
4
5
6
7
8
9
10

NW
40
40
30
25
30
30
40
30
35
40
43
37
47
35

NH
20
25
15
20
25
20
30
25
30
30
27
20
25
20

BW
12
15
15
20
20
18
20
18
19
20
20
18
20
17

CONCEPT

The concept of form is taken from the overall product
concept, namely the diver. From these concepts, some
extreme are obtained which can be form content,
among others, sea atolls, sea troughs, sea corals, an
underwater cave, wave quality, scuba equipment, and
local beach conditions. So finally the diver is divided
into 5 form variants namely Karimun Jawa,
Wakatobi, Alor, Derawan and Raja Ampat. The five
are some of the best diving locations in Indonesia
with their respective characters.

Length (mm)
131 mm
130 mm
134 mm
140 mm
138 mm
140 mm
139 mm
137 mm
140 mm
132 mm

From the table above, it was found that the length
of rims ranged from 130 mm - 140 mm. In addition to
the length of the rims, other parts of the sunglasses
that come in direct contact with the user are nosepad.
Its function is to support the sunglasses on the user's
nose.
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M/F
F
M
F
F
M
F
M
F
F
M
M
F
M
F

NW (nose width) = width of nose lobe
NH (Nose Height) = Height of nose from tip
lobe until the nose tip
BW (Bridge Width) = The width of the nose
Bridge

7

= 130 mm – 140mm
= 10 mm – 15 mm
= 132 mm – 140 mm
= 52 mm – 60 mm

Age
18
19
19
20
20
21
21
23
23
24
24
24
30
32

Figure 21: Karimun Jawa concept scheme

Based on the scheme above, the idea starts with
the form of swimming goggles. The sunglasses are
the basic form of swimming goggles and then adapted
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to form wooden sunglasses. Because the shape is like
enveloping the lens and seems tight and tight, the
name of the variant of the wooden eyeglasses is
named Karimun Jawa Because Karimun Java has
coral reefs that are known to be very tight and intense.

Figure 24: Derawan concept scheme

Figure 22: Wakatobi concept scheme

The Wakatobi variant of ideation begins with
observing the beach in the Wakatobi area and it is
found that both the surface and the seafloor form calm
and shallow waves. This was later adapted into the
shape of a wooden eyeglass frame that resembled
shallow waves.

In the derivative variant, the idea starts from the
characteristic of Derawan beach, which has a lot of
atolls. Atoll is a collection of coral reefs that form
circular or almost circular like a ring that surrounds
the lagoon in it. The circular shape of the atoll is due
to the development process of atolls that grow around
volcanic islands, where over time the volcano loses
its magma activity (inactivity) and then its peak
erodes leaving ring-shaped coral reefs called atolls.
The contrast between the beach of seawater and atoll
is then adapted to be the contrast that occurs between
coffee wood and blue resin.

Figure 8. 5 Raja Ampat concept scheme
Figure 23: Alor concept scheme

In the same variant the idea has similarities to the
Wakatobi variant, ie the idea is waves. However,
considering the alor has a higher wave flow and tends
to be very sharp, the waves in the Wakatobi variants
in the extension become higher and resemble
dramatic waves.

The Raja Ampat variant begins with observing the
situation in a location where many homestays are
found. Each homestay is connected with wooden
bridges. This philosophy was later adapted into the
formation of the top bar and the bridge. In addition,
the basic shape of the archipelago in Raja Ampat is
quite typical, its shape is high and its edges are curved
like a half circle. This was later adapted into the shape
of eyeglass frames.

8

CONCLUSIONS

Coffee Wood among the fashion industry. Because of
its large availability, there are at least 102 million
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coffee trees spread in East Java. Coffee wood has
good characteristics to produce wood sunglasses.
Coffee wood includes hardwood class II wood and
has sufficient elasticity for bending and pressing.
Plus, the utilization of coffee wood can increase and
become more optimal. Considering that coffee wood
is considered to be firewood or coffee powder and
coffee bean waste. So, in line with that can increase
the value and income per capita of East Java province.
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Abstract:

Fahua ceramic which is still in the stage of arts and crafts, is one of the traditional Chinese ceramic handicrafts.
While many other ceramic handicrafts, such as blue-and-white porcelain is already going through the initial
stage of art and craft to the stage of artistic creations, expecting to conduct the development of theoretical
construction from the perspective of discipline. However, without much theoretical research, Fahua ceramic
has been stuck in the stage of "art and craft". Lacking the sense of discipline and being short of the basic
theory as well as the few description experience have limited the development of Fahua ceramic. Furthermore,
the difficulty of the craftsmanship and the special technique of painting also contribute to the lagging
development of Fahua ceramic.This research mainly uses the literature survey method to systematically sort
out the relevant related literature. From the perspective of history and craftsmanship, it attempts to comment
on the traditional handicrafts of Fahua ceramic and summarizes the viewpoints and problem involved,
expecting to excavate the long-term lags in the research of Fahua ceramic，and further recognize and solve
these problems to provide historical and scientific rational basis, and promote the inheritance and development
of this knowledge.

1

INTRODUCTION

With the development of social economy, the
popularity of various types of ceramic art in the
collection industry has been heating up. From the
various auction markets, the highest auction record of
Fahua Ceramics was sold in 2005 at 10.337 million
yuan. Compared to other popular ceramic types, it is
dwarfed. As a kind of ceramics, its fate is often a slap
(see Christie's auction in Hong Kong), and the
enthusiasm is always high, which undoubtedly gives
a turning point in its historical development and is the
beginning of a new opportunity.
As a kind of Chinese ceramic art technique,
Fahua is a familiar ‘stranger’ and enters the
traditional ceramic art of the dilemma. It lacks the
‘academy’ cultivated by a complete education
system; It lacks the inheritance of the traditional
craftsmanship of folk craftsmen; the lack of foreign
artists to inject fresh blood into them. With all kinds
of art forms impacting on the contemporary, Fahua is
faced with the embarrassing state of art loss. Today,
the inclusive and open society has not been able to

push it to the thriving market of ceramic art. What
caused people to forget it?.

2

RESEARCH ON FAHUA AS A
‘ARTS AND CRAFTS’

Fahua lacks literature or research articles from
ancient times to the present, and It is often passed by
generations of ceramics. It is also known as ‘Fahua法
花’, ‘Fahua法华’ and ‘Fahua珐华’, and is also
confused as ‘Enamel’, but it is not. According to the
Qing Dynasty literature ‘Nan Kiln Notes’, ‘The two
color methods of FaLan and FaCui have only been
named Cheng Kiln in the past, and a bright green
color like that of an emerald. is the best. In the this
Dynasty, there was a ceramic artisan Sima stationed
in Changnan, bringing these two colors, said to be
from the Shandong glazed kiln. Its production process
is made by applying color to the porcelain tires and
burning it into the kiln. Faicui's chemical formula is
made of stone, copper, and tooth nitrate. The
chemical formula of Fa Lan is to add cyan pigment
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material, and there are many people who imitate it
now’.1 The reference mentioned in the literature is
the usage and formula of Fahua. Although it is similar
to ‘Enamel’, it does have two completely different
techniques. In the literature, ‘The home named Yinliu
commentary porcelain’ introduces ‘Fahua’: ‘Ding
kiln,
Zhanglongquan
kiln
are
called
engravings....The concave carving is also called the
Huahua划花, the convex carving is also called Fahua
法花, and the flat carving is also called Anhua暗花
.’2 Therefore, Fahua 珐华’s name ‘Fahua法花’
originated in the early years of the Republic of China.
Before that, Before that, what is the specificity of
Fahua, and today’s statement is different. This is one
of the reasons that will inevitably affect the
inheritance of Fahua. ‘The home named Yinliu
commentary porcelain’ also has a more specific
explanation for the Chinese ware: ‘Fahua's products,
sprouted in Yuan, prevailing in Ming. Most of them
are in the northern kiln, the best in Puzhou; blue Such
as the dark blue of the gemstone, the purple as the
purple amethyst, the yellow as the bright gold peru;
Its pattern decoration is mostly based on biological
flowers and plants. The ceramics produced in
Pingyang and Huozhou are made of half ceramic and
half pottery (half-ceramic and half-watt). Blue
slightly purple, green slightly black, not a fine. The
ceramics produced in Xi'an and Henan are relatively
bright , and the cover is a porcelain . In the early years
of the Qing Dynasty, Jingdezhen began to imitate, it
was pure glass glaze, the ornamentation was
exquisite, the texture was delicate and clean, and the
hairs of the characters and beasts were all visible.
There was imitation manufacturing after
Yongzheng years, but there was no skilled
craftsmanship. Therefore, although the Qian kiln is
well-made, it is slowly moving toward the engraving
road, and there are few ways to make the Fahua’.3
The literature explains in detail the origin, material
and origin of the Fahua, and the description is derived
from the experience of the craftsman, that is, it stays
at the description level of its craft. The description is
based on the surface and the description.
Interpretation from the existing literature is an
overview of Fahua. Most of the traditional craftsmen
are born with apprentices, without the influence of
cultural background and artistic cultivation, so the
ceramics they make are life, practical, and
technological.
From the perspective of modern researchers, the
research of Fahua is still in the category of ‘craft’. The
Shanxi Provincial Cultural Relics Appraisal Group
published ‘A preliminary study on the Fahua’ 4 in
1995. The article revolves around the origin of the
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name of Fahua, and proposes that it belongs to the
alkaline glaze system and chemical composition and
material, glaze color analysis.Explain the research on
the research of Fahua.The angles described by the
researchers are technical and chemical. From the
limited research, it is not difficult to find out that for
the research of Fahua, experts and scholars have
discussed the theory and process from the
perspectives of history and archaeology. Some
scholars even talk about it in general. Just talking
about one point is not comprehensive enough.
According to the literature, Fahua originated from
Yuan Dynasty. Why was the earliest record of Fahua
in the early 20th century, what was it called in the
Yuan Dynasty? From the technical point of view,
what is the difference and connection between Fahua
and glazed pottery of the Han Dynasty, emerald
glaze, tricolor, glaze and enamel . Who influences the
other party?Upgrade to the entire ceramic system,
what is the vital role of Fahua?

3

RESEARCH ON FAHUA AS
‘CERAMIC ART’

Some researchers pointed out that ‘the vast majority
of current aesthetic studies on ceramic art still remain
in traditional concepts and methods... The study of
ceramic art aesthetics needs an ontological turn...
especially the breakthrough of the art and crafts
category.’5 An associate professor Gong Baojia
mentioned in ‘The Influence of Modern Ceramic Art
on Modern Life’: ‘Modern ceramic art is a relatively
new cultural phenomenon and behavior... From the
rebellious tradition as a starting point, it directly
reflects modern society.The instinct of the human
being, the new relationship between man and man,
man and nature. It emphasizes individuality,
emphasizes sensibility, emphasizes one's own
emotions, and has been rid of years of use in a set,
deformed, free, unconstrained art form. The shackles
of ideas constrained by traditional aesthetic standards
have become the means used by modern art creators
to challenge and establish new ideas. In a new way of
perception, change the art form that modern people
view the world and re-recognize the world.’6 So far,
Fahua has not been baptized, and has never broken
the claws of traditional pottery. Li Pei-Jing,‘ in the
archaeological study of the emerald glazed porcelain
and the enamelware’7,from the archaeological point
of view, the different types of features and basic
ornamentation of the middle and late Ming Dynasty
dynasties were sorted out as a data. It is believed that

Review of Chinese Traditional Handicraft: Fahua Ceramic

the emerald glaze porcelain is the origin of the
enamel.The conclusions she concluded are
undoubtedly compared from the technical perspective
of the two. The latter's technology and color are
earlier than the former, while the former adds a
vertical line of craft based on the latter. The basic
content of Fahua she wrote in the whole article is
basically the same as traditional ceramic art, and there
is no shadow related to modern ceramic art research.
In the study of Fahua , the lack of research on the
creation of ‘ceramic art’ lacks the study of the life
creators of the art creators and the painting process. It
lacks the source of artistic creation, artistic concepts
and the interpretation of works, and is even more
lacking Fahua's heirs inject the direction of emerging
ideas. In the ‘Chinese peacock blue glaze artifacts and
their causes’8, Ren Zhilu summed up the categories
unearthed by Fahua and speculated that Fahua and
Taoism have deep roots. Why did he not go deep into
it? Some studies have shown that Fahua has an
inextricable relationship with Buddhism. Is it true that
Buddhism is deeply influenced by Buddhism, or is it
profoundly influenced by Taoism? In Wang Huahui's
‘Fahua Short-Term Character Appreciation’9, from
the perspective of the artist's observation, a picture of
the vase of the Fahua hollow character unearthed in
the Ming Dynasty was described and appreciated.
The level of appreciation only stays on the surface of
the picture. What is the background of this work but
did not elaborate, but did not delve into the beauty of
ceramic art aesthetics how to be beautiful? At present,
the lack of research on the phenomenon of ‘art and
craft’ is regarded as ‘art creation’, and there is a lack
of humanistic spirit from the level of craftsmanship to
the ‘Taoism’ and ‘Confucianism’ research thoughts,
lacking from the boring ‘form’To the ‘meaning’.
Only when more and more researchers began to
explore Fahua from the perspective of aesthetic and
cultural implication, Fahua has its up-and-coming
day.

4

ATTEMPT TO CONSTRUCT
THE FAHUA EDUCATION
SYSTEM AS A ‘DISCIPLINE’
COURSE

Today's ceramic creation activities are regarded as
‘art creation’, which promotes the prosperity and
development of Chinese ceramic art. However, the
research of Fahua is still in an ‘unconscious’state,
both in the field of arts and crafts and in the field of
ceramic art. Most of them are based on the experience

of the artisan population, the root of the research is
basically not, and the theoretical expression of the
complete system is lacking. Tu Zhihao was worried
about ‘The Characteristics and Inheritance of Fahua’:
‘This traditional craftsmanship that has lasted for
hundreds of years, combines the characteristics of the
South and North kiln, but now it is clearly facing a
serious crisis of inheritance and development.’10
Researchers mainly want to express their concerns
about the inheritance and development of Fahua. If
Fahua rises to the ‘conscious’ research state, it should
be regarded as a science and even subject curriculum
construction. The conventional record of relying on
experience is elevated to theoretical research relying
on abstract generalization, with theoretical,
systematic
research
and
openness
of
multidisciplinary participation. In November 2018,
The National Art Foundation Training Funded
project ‘Fahua Skills Heritage and Innovative Talents
Training’11 completed the four-month advanced
seminar, which means that the state used another way
to protect and pass on the skills of Fahua in time. .
However, the author believes that this is only the
beginning of Fahua's re-launch on the stage, and only
a few people know the technique of ‘hot’, but it is not
enough for the public. The author believes that the
fastest and most effective way to spread it is to try as
the education system of the subject curriculum.
Students are the main force of communication and
inheritance, which is the hope of innovation.
The first person to propose the idea of the course
is Tu Zhihao. He thought deeply in the
‘Characteristics and Inheritance of Fahua’: ‘On the
one hand, the inheritors of Fahua should not rest on
their laurels, actively promote art and expand the
team of inheritors; On the other hand, we try our best
to enable Fahua to enter some of the college's ceramic
art education classrooms and become one of its study
subjects, and to train Fahua reserve talents with
advanced art education level.’10 But unfortunately,
how to Fahua's education system as a subject
curriculum has not been constructed or involved by
scholars. Fahua’s research lacks ‘consciously’ to
learn and discipline, and the research article lacks the
rigor and consciousness of ‘discipline’. The author
tries to construct it as a systematic subject curriculum
system, and promotes the ‘unconscious’ research to
the state of the knowledge structure system of
‘conscious’theory research, rather than a single
historical statement and technical description,
breaking the research. The existing stalemate has led
more people to take the initiative to learn and study
the pattern of Fahua.
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5

CONCLUSIONS

‘From the artistic point of view, the expression of
personality and thought should be the soul of
artistic creation.’12 Fahua is also an angle scholar
who needs a group of professional ceramic art
aesthetics to study it. In summary, the academic
research on Fahua stays in the state of empirical
description, and basically discusses the research on
its crafts, styling and materials, and lacks the
discussion of the ‘art creation’ vision with spiritual
meaning; For the blue-and-white ceramic and
pastels ceramic of the technique, the research
foundation of Fahua is still relatively shallow, so it
is very important and urgent to construct a subject
education system.
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Abstract:

As one of agendas in Curriculum 2013, Higher Order Thinking (HOT), so far has been integrated in English
Learning particularly for junior high school students although the outcome seemed not to be satisfying. One
of the indicators is the students could not get exposures clearly deal with increasing their social awareness in
Go Green issues. Therefore, this paper presents research result focusing on HOTs in storytelling to promote
EFL students’ awareness in go green issues. As a case study, it involves one class of seventh grade students
with one teacher. Two instruments were employed to collect the data namely classroom observation and
interview with the students and teachers. The findings show that the teacher applied brainstorming in go green
issue through showing pictures, direct observation to their environment, and role playing with a go green
specific topic related to their surrounding situation. The results from the interview show that the students
could understand well the materials given since they directly reflect to what really happen in their place. By
doing so, they realize that what they have learnt in the classroom should direct them to raise their awareness
so that the issue of go green could be done well. In addition, the students also claim that they could place
themselves and behave optimally to contribute the go green program. It was recognized by the teachers in the
interview that the students tended to accept what the teachers instructed them to succeed go green issue as
they were engaged through HOTs in storytelling classes.

1

INTRODUCTION

Nowadays in the millennia time crimes among the
youngsters can be found in many places in the
country. Even, some criminal actions may be
recognized as common cases in the present societies.
They break the traffic rules as if they do not do
anything, distract their friends through bullying, or
have a less sympathy attitude toward their
environment. It seems that the education process
taken by the students does not significantly change
the way students think and behave in their real life.
Specifically, in Indonesia which has a diverse culture,
place, language, race, and ethnic, being tolerant is one
of the issues faced by the citizen. Tolerance is defined
as an attitude of being willing to accept and get along
with other people, and “not minding if they have
opinions that we don’t agree with” (Zakin, 2012).
One of the reasons for that condition is due to the
practice of teaching and learning which mostly still
focuses on mastering content knowledge but paying
less attention on how students can realize and imply
knowledge they have in their real life. It can be

indicated through the result of Program for
International Students Assessment (PISA, 2012)
showing that practice of teaching and learning in
Indonesia is still dominated by transmitting
knowledge through lower order thinking level such as
remembering and recalling materials given by
teachers in classroom activities. This teaching
practice considers students as an object of teaching
who follow what the teachers ask them to do rather
than to be an active meaning maker and decision
maker
throughout
the
learning
process
(Lengkanawati, 2015).
Therefore, it is rarely
investigated that the students are trained to develop
their ideas, opinion, and choices during learning
process aimed at improving their thinking capacity
(Setyarini, 2018).
Regarding this notion, the government has tried to
compose Curriculum 2013 which is expected to be
able to accommodate those needs and prepare
students achieving success either in their academic or
in their social life. Many parties has realized that
enabling students to have a good content mastery is
not enough to make them to be a successful student in
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this millennial era but driving them to have a higher
level of thinking as a life style may lead them to be a
right decision maker in all aspect of their life (Puchta,
2012; Yen & Halili, 2015). It is then socialized and
revealed in revised Curriculum 2013 that put Higher
Order Thinking Skills (HOTs) as one of the agendas
in educational purposes. An instruction for teachers
to integrate HOT in their teaching practices is
explicitly written in the curriculum. Furthermore, the
administration of HOTs in teaching is also an effort
to prepare students becoming a good citizen as people
do analyzing, evaluating, synthesizing before
deciding one action to do (Awan et al., 2018). As
stated by King et al. (2010) that Higher Order
Thinking Skills involve a complex judgmental
thinking and other skills which are beyond the
common thinking that require students to analyze,
evaluate, and create.
However, although HOTs has been instructed
officially by the government, many teachers are still
unfamiliar with ways of implementing it in their
teaching practices even the basic concepts of this
model. Setyarini (2016) found that teachers cannot
implement the model optimally in their classroom due
to several reasons including lack of knowledge and
experience in using HOTs. Furthermore, HOTs is not
yet socialized well by the government through
trainings or specific program to help teachers deal
with the concept and its implementation in practice.
As a result, some teachers tend to rely on traditional
teaching in which teaching process dominated by
remembering, recalling, and understanding facts
rather than activating their thinking ability toward
analyzing, evaluating, until decision making and
problem solving. Traditional education is
characterized by methods of instruction that
emphasize memorization and assessment schemes
that value students’ ability to recall information. The
same education system that failed to provide students
with depth of understanding, an ability to interpret
and apply information—about traditional curricular
subjects from chemistry to literature—clearly lacked
the capacity to convey to students anything as
sophisticated or radical as the idea of a civil society
founded upon the goals of openness, tolerance, and
respect for the individual (Zaki, 2012).

2
2.1

LITERATURE REVIEW
Higher Order Thinking Skills

In educational context, Higher Order Thinking
Skills involve a complex judgmental thinking and

other skills which are beyond the common thinking
that require students to analyze, evaluate, and create.
It has been one of the modern issues in 21st century
of education around the world and was believed that
to train decisive, open-minded individual with
fragmental qualities referred as activities for critical
thinkers (Elder & Paul, 2008). This notion is
supported by King, et al (2012) who claim that Higher
Order Thinking Skills are grounded in lower order
skills such as discriminations, simple application and
analysis, and cognitive strategies which are then
linked to the prior knowledge of subject matter
contents (vocabulary, procedural knowledge, and
reasoning patterns). Appropriate teaching strategies
and learning environments facilitate the growth of
Higher Order Thinking Skills as do student’s
persistence, self-monitoring, and open-minded,
flexible attitudes. Higher Order Thinking Skills have
been defined variously depending on the subjects and
contexts these terms are used. Some of them argue
that HOTs deal with uncertainties, independencies,
and flexibilities related to the context as quoted
below:
The challenge of defining “thinking skills,
reasoning, critical thought, and problem solving” has
been referred to as a conceptual swamp in a study by
Cuban (Lewis & Smith, 1993) and as “century old
problem” for which there is no well-established
taxonomy or typology. In addition, explanation of
how learning occurs have been viewed as inadequate,
with no single theory adequately explaining “how all
learning takes place” (Crowl, Kaminsky & Podell,
1997, p.23)
Moreover, Lai (2011) mentions that HOTs have
been identified as one of several skills necessary to
prepare students for their secondary education.
Higher Order Thinking Skills are also believed as a
main tool for encountering education or daily lives.
Meanwhile, Crowl et al. (1997) explain Higher Order
Thinking Skills as part of the process of evaluating
the evidence collected in problem solving or the
results produced by thinking creatively. Considering
several major concepts related to Higher Order
Thinking Skills, overall there are three assumptions
about thinking and learning. First, the levels of
thinking cannot be unmeshed from the levels of
learning; they involve interdependence, multiple
components and levels. Second, whether thinking can
be learned without subject matter content is only a
theoretical point. In real life, students will learn
content in both community and school experiences,
no matter what theorists conclude, and the concepts
and vocabulary they learn in the prior year will help
them learn both Higher Order Thinking Skills and
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new content in the coming year. Third, Higher Order
Thinking Skills involves a variety of thinking
processes applied to complex situations and have
multiple variables (King et al, 2012, p. 12).

2.2

Character Education in Curriculum
2013

The integration of character education in learning
process has been a targeted project in Curriculum
2013. It reveals to response some challenges in 21st
century education that expect students to have good
social skills especially to deal with problem solving
and decision making in their real life (William, 2010).
According to Setyarini (2018) the educational process
should incorporate experiences that engage students
in developing decision making that enhance their
ability to make judgments in a proper way. In
character education, achieving decision skill needs to
involve both cognitive and affective process
(William, 2010). Unfortunately, many educators still
believe that affective and cognitive are two separated
skills that should be taught to students whereas it has
a strong relationship that influences each other. It is
also defined that successful learners are strong in both
cognitive and affective processing (William, 2010).
They are equipped to engage in cognitive processing
such as analysis, synthesis, and evaluation but they
have also refined affective skills such as receiving,
responding, valuing, resolving conflict, and applying
a value system to a situation (Covey 1989; Goleman
1995).

2.3

Social Awareness in EFL Classroom

Tolerance is commonly believed as an issue in a
nation with diversity like Indonesia. It should be
underlined that since in a very young age, students are
aware of differences such as skin color and language
but they just do not put their attention much on it
(Masko, 2005). Unfortunately, society around
children such as parents and teachers also mostly less
concern about this that they may think young students
are free to comment on what they see from their own
perspective only (Zaki, 2010). This kind of thinking
is possibly fossilized in students’ mind and reflected
in their attitude toward their surroundings. Regarding
this, Jones (2004) and Masko (2005) suggest that the
earlier the better to introduce students about diversity
since they are less likely to internalize unspoken
negative messages about differences as they grow
older which can culminate in a learned hierarchy that
is then enacted throughout their lives (Jones, 2004;
Masko, 2005). It will help students to acknowledge
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and make sense of diversity so that they can begin to
develop empathy for others rather than judging them
for being different from themselves (Paley et al.,
1998). In this case, school can be one of vital places
for students to learn about diversity while their ability
to accept difference is dependent on how their
environment accepts it particularly from the teachers’
attitude (Hollingsworth, Didelot, & Smith, 2003).
However, discussion of controversial issues, such as
diversity of skin color, is not a common occurrence
even in the social studies classroom, an expected site
of such exchanges (Nystrand, Gamoran, &
Carbonaro, 1998).
Among different definitions of being tolerant,
defining tolerance starts with recognition of one self
in relation to others which is realized from beliefs,
behaviors or characteristics of acceptance the
difference and similarity (Vogt, 1983; Zakin, 2012).
It means that the students are able to control their
disagreement attitude by not judging others merely
from their one point of view. To do so, students
should be exposed to various and diverse point of
views that is integrated in classroom learning.
Students get a chance to deliver their opinions and
also they have to listen what others say about a
particular topic (Zakin, 2012).

3

RESEARCH METHODOLOGY

This research is a qualitative study with an
ethnography design that employed some instruments
to collect data namely classroom observation and
interview with teacher. It was conducted for three
months in the first semester of eight grade class in one
of junior schools in Bandung. The researcher
observed classroom practices done by a teacher who
addressed herself using Higher Order thinking skills
(HOTS) concept as a basic of her teaching practice.
Meanwhile, interview with the teacher was also
implemented to see a correlation between teacher’s
thoughts about teaching and its practice in classroom.
To get deeper information about the learning process,
the teacher was interviewed using a semi-structured
interview so that the questions can be naturally
elaborated during conversation and based on
teacher’s response. Data were then transcribed and
coded referred to principles of HOTs that appeared
during learning process. Furthermore, it also
observed to what extend students are able to deliver
their ideas and opinions and how they show their
tolerance toward others’ response during group
discussion.

Higher Order Thinking (HOT) to Promote EFL Students’ Awareness in Go Green Issues

4

FINDINGS AND DISCUSSION

Data obtained from classroom observation and
interview show that the teacher used short story
entitled “The True Story of the Three Little Pig” and
“The ant and The Grasshoppers” to teach English and
students’ thinking skill. Some strategies were
implemented by the teacher such as brainstorming,
multiple-intelligences, role playing, guessing game
and open-ended questions to exercise students’
thinking skill. Each strategy gave students’
opportunity to involve actively in learning process
while the teacher acted out as a facilitator who
stimulated students to think in a higher level.
Regarding the use of strategies, teacher
acknowledged in the interview that students’ active
involvement and independency were very important
in creating HOTs learning process. Thus, the teacher
attempted to select classroom activities that give
students a chance to be independent in their thinking.
Meanwhile, a spoon-feed method that requires
students to remember, recall, or only comprehend the
materials were extremely avoided by the teacher. It
is in line with the principle of promoting HOTs in
young adolescents classroom stated by Yang et al.
(2016) that an active learning-environment is a
strategic atmosphere to give students an access
toward higher order thinking skills. By creating this
environment, it stimulates students’ engagement in
classroom activities and they are encouraged to share
their ideas, opinions, and arguments that they have in
minds.
After giving the story, the teacher asked students
to have a discussion within a group about the story.
For students, a group discussion provides several
benefits, those are to raise their speaking confidence
in a group rather in a class, explore ideas, share
opinions and motivate them to speak. The teacher
believed that HOTS learning should bring students’
prior knowledge and experience to the class and
connect it with the materials, thus a grouping work
will help them to explore their personal experience
easier rather than in a big classroom. The teacher said:
It is important to connect what students’ have including
their personal experiences and knowledge with the
material in classroom. However, some students may
feel uncomfortable to speak in front of other students in
classroom that’s why I prefer students to work in group
so they can get a closer engagement with their friends
in a group and share what they have.

The short story was delivered through storytelling
combined with role-playing by the teacher. As
recorded from the observation, teacher involved some
students to act out as characters in the story

meanwhile the teacher functioned as a narrator. In
addition, several pictures were also served on screen
to improve students’ understanding toward the story.
By giving modeling through these techniques,
students can understand the story better from some
clues given in multiple modes such as teacher’s
mimic expression, their friends’ gestures, and
pictures. Students try to observe, analyze, and guess
language meaning since the teacher fully used
English in delivering the story. These activities were
contradictive with traditional teaching in which
teacher literally deliver all material to the students
and ask them to remember or recall it (Lengkanawati,
2016).
In discussion time, students were asked about
their opinion related to the story they were learning in
the classroom. As many people thoughts, students put
their positive judgment to the ant as a protagonist
actor and negative judgments to the grasshopper
based on their characteristics. When the students were
asked about the ant’s characterization most students
agreed that the little ant was diligent, smart, kind, and
hard worker. Meanwhile, in their point of view, the
grasshopper was quite lazy, arrogant, and childish. To
change this stereotype, the teacher used HOTs
principle that allowed students to re-question any
facts delivered in the story through analyzing,
evaluating, comparing, and contrasting (Collin,
2014). In this case, the teacher applied some openended question to discuss more deeply about the text
so that the students could think in different way.
Some questions given by the teacher were why, how,
why if, how if, what if. These questions provide
students with the opportunity to express opinions,
arguments, comments, reasonable reasons related to
the story discussed.
Another set of questions were also distributed to
observe the story from different perspectives. The
teacher invited students to re-question some decisions
made by the characters in the story either the ant or
the grasshopper. It was done to uncover reasons for
their action and decision that may have never been
discussed before through traditional teaching. The
teacher’s questions can be seen in the following
extracts:
• Why does the grasshopper play the music?
• How do people feel when listening to the
music? Are they happy?
• Do people know what happens before the
grasshopper plays his music?
• What would you do if you were grasshopper?
The purpose of using that kind of questions is to
make students’ aware related to another perspective
of someone’s decision before they judged people
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from their one point of view and categorize others to
be in good or bad side. It is in line with, Setyarini
(2018) who cited that open-ended questions can
enhance various alternative and relative answers
which are more encouraged and rewarded than single
fixed answer. From the questions, the students could
respond freely. It had created a space for them to see
connections across their personal experiences, and
explore the meaning of the text more deeply. In fact,
they tried to leave the stereotype of the grasshopper
and see the grasshopper from another positive side.
They guessed some possibly answers that might be
the reasons for the grasshopper to do his action. The
students also learned how to give a solution for
problems appeared without forcing their answer to be
completely accepted.
The small group discussion also benefits students
from being confident to share their opinion although
they found it different with their friends. Negation
process among students also can be found when the
group had to come to one decision. They listened to
their friends’ answer and reasons behind that.
Generally, students displayed an increase in being
tolerant, particularly when they came to give negative
judgment to others. Through HOTs strategies applied
in classroom, students are encouraged to observe,
analyze, evaluate before they come a decision making
and problem solving.

5

CONCLUSION

Considering the findings above, integrating HOTs in
EFL classroom may promote students’ awareness of
being tolerant, particularly using short stories. The
result revealed that delivering stories through using
several strategies namely brainstorming, role playing,
and giving open-ended questions is effective to
exercise students’ thinking process. by doing so,
students also learn to re-question stereotype by
analyzing, comparing, and evaluating before making
a comment or judge to others. In addition, the analysis
result of the interview clearly referred that the
students gained some exposures of becoming a
tolerant, respectful, and appreciative person in their
real life. Besides, they enjoyed their learning because
they got good opportunity from the teacher to present
their ideas think critically and not only one. It can be
concluded that teaching students to be tolerant can be
done through integrating HOTs in English learning.
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Abstract:

Thai Traditional drama（Khon）clothing is shaping the role internal abstract the artistic skill of, to show the
role of identity,age,temperament and characteristics,and show the art works of traditional drama in particular
period, customs and delineate the situation and attach it belongs to the traditional drama play the art of drama
clothing, belonging to the "congeniality art system" to "realistic characters expressing" work as the highest
aesthetic pursuit of the goal, has the very strong situation beauty and artistic conception beauty. Thai Khon
costume exquisite peerless format design,Colourful coloring and delicate embroidery patterns, thick and
heavy makeup appearance to Thailand's clothing culture left precious wealth, also become the ancient costume
design on the eve of a major inspiration origin at the same time. This study is intended to research on a method
of implementation of the traditional Thai Khon costume elements in the hign-end fashion design, which
related to the characteristics and civilization of Thai Khon clothing, To explore the aesthetic meaning of the
form beauty, the image beauty and the artistic conception beauty of the Thai Khon costume. The development
of Thai Khon costume is summarized and arranged systematically.Summarize the features and cultural
connotations of Thai Khon costume.And stylized, dancer, and decorative features. Through the in-depth
research of the style, color, pattern, fabric and accessories in the Thai Khon, Combined with high-end fashion
design,Create a new design model,In order to promote the protection, Inheritance, promotion and innovation
of traditional culture.

1

INTRODUCTION

Thai khon is a representative of Thai traditional
culture, It integrates various art forms such as
dance,music, poetry, painting, martial arts, and
shadow play, Is the most beautiful dance art in
Thailand.
Thai khon is the epitome of ancient Siamese art,
It contains almost the most important elements of
Thai classical culture. Thai khon is framed by the
elegance of court dramas, Integrate active and lively
folk art and Classics, plus classical stringed
instruments, flute, etc. as score, Unique and full of
Siamese glory.
Thai Khon, as the intangible cultural heritage of
Thailand, is inherited and promoted. Thai Khon.
costume and sculpt to Thailand's clothing culture left
precious wealth.Thai Traditional drama（Khon）
clothing is shaping the role internal abstract the
artistic skill of, has the very strong situation beauty
and artistic conception beauty. This research

classified in the Research Platform: Research on
Design.

Figure 1: Thai Khon performance.

2

KHON IS A ART OF THAI
TRADITIONAL STAGE
PERFORMANCE

Khon is a art of Thai traditional stage performance, it
is a high-class Thai performing art that has been
passed on since ancient times. The elegant dance
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moves, the sound from a classical Thai orchestra
ensemble, the delicate costume embroidery, and its
story weave extraordinary visuals and soundscapes
that mesmerize audiences.

2.1

“Khon” is a Precious Performing
Art and Legacy of the Nation

“Khon” is a precious performing art and legacy of the
nation. It is not as common these days to have an
opportunity to attend a Khon performance because of
how many resources it takes to create a productioneffort on literature, performing arts, handicraft, and
costume. However, for those interested in attending
the original Khon, performances in honor of Queen
Sirikit are held regularly since 2009, with a
collaboration between the Foundation for the
Promotion of Supplementary Occupations and
Related Techniques of Her Majesty Queen Sirikit of
Thailand, and public and private sector sponsors, in
order to preserve and prolong this cultural legacy for
years to come.

2.2

Khon's History

The history of Khon’s origins are a bit muddled, but
its presence was recorded in the late 1600s in the
archives of Simon de La Loubere. Who visited the
Ayutthaya Kingdom. His diary described Khon as,
“the dance to the rhythm of classical Thai orchestra,
where performers wear a mask and carry a weapon.”
Initially, Khon had been exclusively performed by
male performers, however women joined later. The
Khon masks had also been worn by every performer,
both male and female, until they were removed, and
replaced with headpieces, crowns, and tiaras to
indicate the character’s status.

2.3

Classification of Khon

Khon is, and has been, divided into five categories:
Outdoor Khon, performed outdoors on a field and no
exact stage area; Outdoor Theater Khon, sometimes
called Bench Khon, performed on a stage covered
with a roof and a pole laid horizontally before the
stage screen; Screen Khon, performed on a stage with
a shadow play scerrn, the performance-known as
“shadow with Khon attached”-will switch between
dancers and the shadow play; Royal Theater Khon, a
fusion between Khon and Lakhon Nai, a traditional
stage play, where performers will sing and dance; and
Scenery Khon which features screens and props on
the stage.
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2.4

The Story of Khon

The plot of the Ramakien narrative revolves around
the King of the Demons known as Thotsakan having
abducted the beautiful Nang Sita, wife of Phra Rama.
Her princely husband asks Thotsakan to restore her to
him, but the demon king demurs and keeps her as a
hostage in a beautiful garden in the Kingdom of
Lanka. Thus begins the mighty war between the
armies of Thotsakan and Phra Rama. Performances of
the Ramakien make use of a huge cast, as we know,
and many battles are lost and won. The exquisite
costumes, the Khon masks, as well as the dance and
music are nothing less than breathtaking.

3

KHON IS BASED ON THE EPIC
OF RAMAYANA

Thai Khon is a representative of Thai traditional
culture,is the essence of Thailand.The early Thai
Khon is a court dance that only royals can admire,is
the peak representative of Thai traditional drama and
dance.
Thai Khon originated in the Ayutthaya period of
Thailand more than 400 years ago. "Khon" is the
expression of Thai dance drama, "Khon" also means
mime, is a masked dance drama. It was influenced by
the art of the ancient Indian《Rāmāyaṇa》, the actors
perform stylized gestures and rich facial expressions.
Khon assumed to be started its history in the
Ayutthaya period, Borommakod rama. That piriod,
the royal belived in Bharm-Hindu that the king as if
the god. Therefore in this period, the gold mask had
been covered to the king's body after passed away.
Because the belive in next life, the king would have
very graceful face and body. On one hand this period
of "Khom" kingdom , King Suriyaworaman (now in
Cambodia, Angkor Wat) had influenced Siam.
Ramayana has also influenced to thailand's nabour
countries such as Cambodia, Laos, Mynmar,
Indonisia.

4

4.1

CHARACTERS FOUND IN
KHON CAN BE CATEGORIZED
INTO FOUR GROUPS
Male Main Characters

This group consists of angels, kings, noblemen,and
human servants and soldiers. The character’s social
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status will be indicated by their costume and
headpiece. Among important characters is Rama, the
protagonist who is the eldest son of king Dasharatha,
the king of Ayodhya and his chief Queen, Kausalya.
Having a bow as his personal weapon, he possesses a
green body with the most handsome look of all kings.
Legend has it that Rama is the reincarnation of
Narayana, a Hindu god.

4.2

Female Main Characters

This group consists of angels, Queens, and court
ladies. Their statuses are reflected through their
costume as well. The most important character in this
category is Sita, the lady whose beauty is greater than
any heaven creatures and her loyalty to her husband
is nobler than anything. She is the reincarnation of the
goddess Lakshmi, the wife of Narayana.

4.3

Thai Traditional drama（Khon）clothing is
shaping the role internal abstract the artistic skill of,
It has the very strong situation beauty and artistic
conception beauty. Thai Khon clothing has left a
valuable asset for Thai clothing culture. Khon fabrics
choose traditional Thai silk, It has long been famous
in the world for hand-woven, and is Thailand's most
famous and most expensive commodity. Thai silk is
of superior quality, soft and colorful, with special
luster and oriental fabrics. Khon clothing chooses
handmade beads, according to the character traits,
design exclusive patterns, using traditional beading
methods, sewing on clothing. Eg: The character
Hanuman uses the monkey hair as an inspiration to
design the pattern.

Giant Characters

Consisting of the king of the giants and his troop,
these characters will wear a mask that can also reflect
their social status. An important character in this
category is Dashakantha, a then-face green giant with
twenty arms. He rules the city of Lanka and kidnaps
Sita from Rama, which sparks the war between the
giants and Rama’s troop.

4.4

Monkey Characters

The king of monkeys, monkey soldiers, and wild
monkeys are in the group. Their appearance on the
masks, including mouth shape, body color, and
headpiece, will be different in each character.
Hanuman is the right-hand soldier of Rama. This
albino monkey character is very powerful and has the
ability to travel in the air, transform and enlarge its
appearance. He is believed to be immortal because he
is the son of the wind-god, Vayu. When he is in a fatal
danger, he will recover to the normal stage when the
wind blows.

5

KHON CLOTHING IS
GORGEOUS AND EXPENSIVE

This is directly related to its origin from the court. The
actor wore a pagoda hat, wore a skein, and wore gold,
the costumes of the actors are hand-embroidered and
decorated with gold and silver threads. It takes a few
months or even half a year for a piece of clothing to
be completed, The price is up to 50,000 baht.

Figure 2: Thai Khon character

5.1

Costume for Male Character

Figure 3: Thai Khon character

1)Anklet; 2)Trousers; 3)Brocade tunic worn over
trousers; 4)Side sash; 5)Tight-fitting jacket covering
torso; 6)Waist sash; 7)External loin cloth; 8)Dagger
ornament; 9)Bejewelled; 10)Collar; 11)Cheat
pendant; 12)Epaulet; 13)Armlet; 14)Cloth chest
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chain; 15)Ornament at the end of sash; 16)Headdress;
17)Diamond flower fixed to headdress(left side of
head); 18)Decorative earpiece; 19)Flower(right side
of head); 20)Floral tassel(right side of head);
21)Ring; 22)Bracelet; 23)Beads; 24)Bangles

10)Armour-like breast plate; 11)Epaulet; 12)Collar;
13)Breast Pendant; 14)Sash; 15)Pendant at end of
sash; 16)Bracelet; 17)Beads; 18)Bangles; 19)Bead
necklace; 20)Khon mask of Thotsakan; 21)Ring;
22)Bow.

5.2

5.4

Costume for Female Character

Figure 6: Thai Monkey character

Figure 4: Thai Khon character

1)Anklet; 2)Undergarment; 3)Embroidered outer
garment; 4)Belt; 5)Sash; 6)Embroidered cloak;
7)Collar; 8)Pendant; 9)Armlet; 10)Bracelet;
11)Beads; 12)Elaborate gold bracelet; 13)Bangles;
14)Ring; 15)Headdress; 16)Decorative earpiece;
17)Flower(left side of head); 18)Floral tassel(left side
of head)

5.3

Costume for Monkey Character

1)Anklet; 2)Trousers; 3)External loin cloth worn over
trousers; 4)Side sash; 5)Monkey tail; 6)Cloth hanging
from back at waist; 7)Top with ornaments
representing monkey hair; 8)Waist band;
9)Decorative front cloth; 10)Belt; 11)Collar;
12)Pendant; 13)Sash; 14)Pendant at end of sash;
15)Armlet; 16)Bracelet; 17)Beads; 18)Bangles;
19)Khon mask for Hanuman; 20)Trident

Costume for Demon Character

6

KHON MASKS

Khon masks have been in use since the late Ayudhya
period, from the time of the reign of King Bornmakote(r.1742-1743) up to the current Rattanakosin
period(1872-). During the reign of King
RamaⅡ(1809-1824) the arts flourished and so the
Khon dance was at its height. This was also a time in
which the art of making Khon masks flourished.

6.1

Different Categories of Faces

6.1.1 The Faces of Humans and Deities
Figure 5: Thai Demon character

1)Anklet; 2)Trousers; 3)External loin cloth worn over
trousers; 4)Side sash; 5)Cloth hanging from back at
waist; 6)Top; 7)Waist band; 8)Front cloth; 9)Belt;
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The shapes of the Khon masks for humans and deities
are relatively similar to the shapes of the faces of
ordinary human beings, but the details of the Khon
faces and ears are painted in a stylised manner. Both
humans and deities have smiling and relaxed faces.
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The smiles and moustaches curve upwards. The
hermit faces are particularly cheerful looking.

6.1.2 The Faces of Non-humans
These comprise mostly Thotsakan and his army of
demons, the Rakshasa, who are the lowest level of
demons, and a few sets of unearthly or celestial
characters, especially amalgamated humanoidanimalic mythological creatures. The demon face is
basically modelled on the human face, but the
expressions are of anger and hatred since demons are
choleric and short-tempered.

6.1.3 The Faces of Monkeys and Various
Animals
These are classified into two categories: under the
rubric of the first type are those which cover the entire
head of the actor, such as the Khon masks of
Chomphuphan or Jambavan, “the King of the Bears”,
who is sometimes portrayed as a monkey and at other
times as a bear. It is of interest that Chomphuphan as
an ursine character is physically modelled on the sloth
or lablated bear of India and Sri Lanka. In Sanskrit,
the terms used for the sloth bear are riksha or
bhalluka. In as much as Chomphuphan is also famed
for his sagacity and supernatural powers, it is believed
that over the centuries the Sanskrit term “rishi”.
Khmer: eysey or rosei; used to refer to the famed
forest dwelling sages of Indic lore has been confused
with the Sanskrit term “riksha” qua sloth bear through
a long process of successive applications of folk
etymology through artless association. Another
example of Khon masks covering the entire head of
the actor is the mask worn by Phra Phikhanet, the
elephant-headed god. Still another type of mask
allows the face of the actor to be seen since it is worn
on the top of the head. Among such masks are those
for horses, lion-kings and cats. The monkey masks
are crafted to cover the whole head and are know for
being elaborate and exquisite. These stylised monkey
heads are based on the true characteristics of the
monkey in question. Finally, all of the stylised Khon
masks are likewise based on the real characteristics of
the characters represented.

6.2

Khon Mask Ornaments

The ornaments on the Khon masks inform the
audience of the status of those wearing the masks,
whether a monarch, prince, high official or lowly
weapon bearer, inter alios. The ornaments worn by
royal characters are based on royal ornaments
historically worn by Siamese royalty.

The crowns and headdresses of royal characters
are also modelled on those historically worn by
Siamese kings, queens, princes and princesses.
However, the ornaments worn by characters from
foreign lands differ from these in addition to the fact
that they differ from the crowns and headdresses
worn by both Thotsakan’s and Phra Rama’s armies

6.2.1 The Division into Pubpla or Rankings
Each monkey is assigned a rank with the ranks
extending from the royal monkeys with supernatural
powers to those who are ordinary weapon bearers.
Audiences can differentiate the rank of each monkey
by its headdress.
The yod chai or victory crown is worn by such
high ranking monkeys as Chompooparn, the
commanding general of the monkey troops, and
Chomphuphanrat, the monkey king. Monkeys such as
Pail and Sukreep wear the “yod bud” or “travelling
crown”.
The yod sam kleeb or three-petal topped crown
can be seen on the head of the monkey Ongkot. High
monkey officials are the “eighteen-crown” monkeys,
while Phra Rama’s most powerful soldiers wear the
flower emblem beside the kanjiak or decorative
earpiece.
The Tiaopet masks are masks of monkeys whose
heads are wrapped with cloths. The baldheads are
lacquered and pasted with gold leaves. There are nine
of these masks and Tiaopet monkey character wears
one of these masks. The exception to the rule is that
some craftsmen have created simple headdresses for
a few of these monkey characters.
The jungkiang are cloth scarves wrapped around the
heads of common monkeys.
Head cloths are worn by the ling ken or the rank-andfile monkeys and the comedic monkey characters.

6.2.2 Mask Wearing
The Lanka or demon army members have facial
features that are far more detailed than those of the
monkey army allied with Phra Rama. However, this
does not mean that the demon army is quantitatively
larger than the monkey army. In view of the more
detailed, hence more variegated, facial features of the
demon monkeys, it has proven necessary to design
and create a whole host of different crowns and
headdresses for the demon characters.
The mongkut kab phai or the bamboo bract crown
is worn by the demons Ramasura and Tosakiriwan.
The mongkut haang lai or the headdress with an eel’s
tail emblem is worn by the demon Treemekha. The
mongkut yod jeep or the pleated-topped crown is
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•

worn by the demons Phya Khorn and Sattasoon. The
mongkut haang kai or the cock’s tail-topped crown is
worn by the demons Wiroonjambang and Banlaijak.
Phya Thoot wears the mongkut yod kranok with the
special kranok design on the tail possessed by the
mythological half-human half-bird Kinnaree or
Kinnon. Kuwenurat and Paowanasoon wear the
mongkut yod nam tao klom or the round gourdtopped crowns. The mongkut yod nam tao or the
common gourd-topped crowns are worn by such
demons as Pibhek and Chiwha. The mongkut yod
nam tao feung or a slightly different gourd-topped
crown is worn by Banlaikan and Wanyuwik. The
mongkut yod sam kleeb or the three-petal topped
crown is worn by Tapnasoon, Swahu and Maricha.
The mongkut yod naga or the serpent-topped crown
is worn by the demon Mangkornkan. The mongkut
laai yod or the multi-topped crown is worn by
Treesian, and Akat-talai, who has four faces and eight
arms. The mongkut laai naa or the multi-faced crown
is worn by Thotsakan and Sahasadecha, the whitefaced demon king of the city state Pangtan and the
highest ranked demon characters.
The krob na, which is also known as the unahit, is
the face frame worn by Kumphakan. The hua lone or
baldhead masks are worn by most of the hua ken
demon soldiers of the lowest ranks and by comedic
demon characters.

•

•
•
•
•
•
•
•

Red: Vermilion, red minium, rusty red,
crimson red, crimson, light vermilion,
brownish-red, maroon, bright vermilion,
pinkish or rose, crimson minium, new pot
colour, bright reddish orange, scarlet, pinkish.
Yellow: yellow, gamboge tint, earth yellow,
light yellow, greyish yellow, light pearlish
yellow, pearlish yellow, moonlight or creamy
ivory colour.
Blue: indigo blue, navy blue, ultramarine blue,
light indigo, bungor flower, bluish purple,
greyish blue, dark blue, navy blue.
Purple: purple, faded lotus or pinkish purple,
dark purple, light purple.
Green: green, dark green, sea green.
Black: ink black, piebald, sable black.
Grey: grey, piebald white, light to dark grey
cloud colour.
Brown: dark sepia, piebald.
White: The monkey masks are those worn by
Hanuman and Machanu.

6.2.3 Classification by Colour
Although craftsmen make a whole host of Khon
masks and headdresses so as to differentiate the many
Ramakien characters, several groups of characters are
subsumed under categories of those who wear the
same headdress. For instance, the kranok emblem
crowns are worn by the demons Kuperun, Thoot,
Maiyararp and Waiyatarn, whereas the bamboo bract
crowns are worn by the demons Tosakirithorn,
Tosakiriwan, Parote, Ramasura and others.
Thus, in order to further individualise- and
thereby distinctly distinguish the characters from one
another-the crowns within each group, the craftsmen
use a vast array of different colours, choosing the
most suitable colour for each face. In the early phases
of mask making, only a few of the basic colours were
used, such as black, white, red, blue and yellow.
These colours are known as benjarong, which
literally translates from Thai Sanskrit as “five
colours”. Later, some of the craftsmen mixed the
colours to from other interesting shades. The
formulas for the mixtures were usually kept
confidential by the craftsmen. The following are
colours that have been painted on Khon masks.
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Figure 3: Thai Khon mask

7

7.1

THE RELATIONSHIP
BETWEEN HIGH - END
FASHION DESIGN AND KHON
COSTUME
High-end Fashion Design

Behind a high-end series conference, how much skill
has been paid to complete a set of dresses. Only after
understanding the history and craftsmanship of highlevel, can you feel the essence of fashion.
High-end fashion design has always been seen as
a work of art. It inherits the history and essence of
human costume culture and is a valuable historical
and cultural heritage of mankind. However, due to its
exquisite craftsmanship, long production time and
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expensive fabrics and accessories, the people who
really own it are rare.
High-end fashion has always been the most
elegant symbol of the world,the perfect combination
of
the
best
tradition
and
outstanding
technology,create works that bring beauty, elegance
and dreams to the highest peak.
Haute couture clothing always feels luxurious and
unique, not only in design concept, but also in its
craftsmanship and pure handcrafting. Each haute
couture garment is sewn by a senior worker using
traditional craftsmanship. Usually, a haute couture
dress is handcrafted for more than 100 hours, while
an embroidered evening dress is more than 1,000
hours.
Using
sewing,
embroidery
and
other
handicrafts,making three-dimensional fabrics,works
exceed beyond general standards. It is a vivid
manifestation of an eternal civilization.

7.2

Khon Costume and High-end
Fashion Design

Khon costume and high-end fahion design have many
similarities, such as the strict selection of fabrics, the
inheritance of traditional handicrafts, the fineness of
the production process, etc.
Through the understanding of the tradition Thai Khon
costume, extraction of related elements, use in
fashion design, Change the original single traditional
image , make him more fashionable, be known by
more people.
•
•
•

Structure → Deconstruction → Restructure
Conservative → Destroy the old and establish
the new → Innovate
Art → Works → Commodity

Figure 4: Pattern design (owner draw & make)

8

CONCLUSIONS

Thai Khon, as the intangible cultural heritage of
Thailand, can be popularized in what way, and the
world can be known to the world. Using 5
Methodology: Analysis, Case study, Design
experiment, Survey-questionnaire, Trend analysis, by
Theoretical Research and Practice Research, The use
of the color, pattern, fabric, etc. of the costume in the
Thai Khon as the concept design element, applied to
high-end fashion design.
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Thai fashion designers and Chinese fashion
designers know very well about the country’s
traditional culture,So when they use traditional
elements to design, thinking is limited,I hope to make
the traditional elements more fashionable,At the same
time preserve the essence of traditional culture,Let
more young people understand and like traditional
culture. Using the new design model, inheriting and
innovating traditional culture， Protect and promote
intangible cultural heritage，let more people know
about Khon.r:
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Abstract:

Exploration of the used of sound, particularly non-diegetic sound, on animation film has been done frequently.
So far, few research has been carried out on the usage of non-diegetic sound. Therefore, research about the
impact of non-diegetic sound to human perception while watching films should be done any further to
investigate the level of satisfaction from the audience. Data were collected with qualitative method, by
distributing questionnaires to two groups consists of 13 respondents, the first group includes of Universitas
Pelita Harapan (UPH) , Faculty of Art, Conservatory of Music college students whose major in Sound Design
& Music Production while the second group includes of Universitas Pelita Harapan (UPH) , Faculty of Art,
Conservatory of Music college students whose major besides Sound Design & Music Production. Data were
analyzed by using validity analysis, realibility, and basic statistic. This study has identified that the usage of
non-diegetic sound on film has a significant effect to human perception.

1

INTRODUCTION

One of the biggest industries in the world is film
industry, especially animated films (Beane, 2012).
The film industry is built to create and sell artworks
for the audience. There are several important aspects
that can support the storyline in animated film, such
as audio. The audio can bring atmosphere to the film
that helps audience in understanding the storyline that
is conveyed by the director. Therefore, the role of
sound technicians in making audio for films is very
important to make the audience understand the real
intention of every part of the movie (Anestis and
Anestis, 2015).
Audio in film production is made by audio postproduction division. This division is divided into four
major sections – automatic dialogue replacement
(ADR), foley, sound effect, and ambience. This
journal is focused on research about sound effect.
Based on audiovisual theory, sound effect is
classified into diegetic and non-diegetic sounds
(Cecchi, 2010). Diegetic sound is a sound that can be
heard by characters in the film and audience at the
same time, while non-diegetic sound is a sound that

can only be heard by the audience themselves, not by
the characters in the film (Beauchamp, 2015).
Emotions in a film can not be created only by
using images, but mostly by audio, especially the
usage of non-diegetic sound (Cecchi, 2015). Diegetic
and non-diegetic sounds are processed by the brain to
produce different perceptions based on the experience
of each individuals (Martin, 1962). Both sounds have
enormous influence to human perception.
Therefore, the topic of this study aims to analyze
the application of non-diegetic sound in animated
film entitled Battle of Surabaya to the perceptions of
Universitas Pelita Harapan Conservatory of Music
students as respondents. A one-minute scene from
Battle of Surabaya will be remade into two different
kinds of audio. The first video contains only diegetic
sound, while the second video contains a combination
of diegetic and non-diegetic sounds.
Respondents are divided into two groups, 13
students whose concentration are in Sound Design
and Music Production and 13 students outside that
concentration. This research will be conducted using
a qualitative method through questionnaire which
then distributed to respondents. Respondents have to
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compare those two audio-remakes and fill the
questionnaire given.
There had been no studies that investigated the
effects of non-diegetic sound to human perception. In
determine the effects of non-diegetic sound to human
perception in animated film.

2

METHODOLOGY

The current investigation involved recording and
mixing diegetic and non-diegetic sounds in Battle of
Surabaya to examine students’ perceptions of nondiegetic sound.

2.1

Research Concept

2.1.1 Production Preparation
The animated film chosen as the object of the research
is “Battle of Surabaya” because the film has a warfare
background which could be explored more in the
application of non-diegetic sound. Non-diegetic
sound has an important role in causing emotional
warfare situations even though the film is an animated
work (not real).
The one-minute scene was analysed in each shot.
Diegetic and non-diegetic sound that were going to be
used were determined after scene analysis. Diegetic
sound that would be used are wind, explosion, flame,
running footsteps, people screaming, planes, etc.,
while non-diegetic sound that would be used are low
frequency, distortion, whoosh, low frequency impact,
etc. Furthermore, diegetic and non-diegetic sound
that had been classified would be recorded, collected,
and edited into sound bank as well as the mixing
process such as giving filters, reverberation time,
balancing, and panning.

2.1.2 Materials
Materials used in this research were Macbook Pro 15inch 2016 Laptop, Logic Pro X Digital Audio
Workstation (DAW), BeyerDynamic DT770 Pro 250
ohm Headphone, Avid Fast Track Duo Audio
Interface, and Sennheiser MKH 416 Microphone.
Laptop was used as a medium for audio
engineering, DAW was used in editing and mixing
audio, headphone was used as hearing aid for
researcher to mix the audio and respondents to listen
to the audio-remakes, audio interface was used as a
tool for processing analogue to digital signal from
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this study, subjective listening test is presented to
examine respondents’ preferences on the impact of
non-diegetic sound.
microphone to laptop. Microphone was used to
capture and record the sound that is needed to

2.1.3 Questionnaire Making
The questionnaire contains four questions – three
closed questions and one opened question. The closed
questions contain three main statements of nondiegetic characteristics, which are non-diegetic sound
that can influence audience in perceiving ambience
sound, perceiving emotions (in this case tense
emotion in war), and perceiving supporting objects
reality in film. Every closed question consists of four
options (which are no effect, small effect, medium
effect, and large effect) that respondents have to
choose after watching the second video (diegetic and
non-diegetic sounds) compared to the first video
(diegetic sound).

2.2

Research Procedure

This research was conducted using qualitative
methods. This study consisted of four stages. The first
stage was a production preparation stage, the second
stage was remaking audio stage, the third stage was
questionnaire distribution, and the last stage was
research results analysis.
In the first stage, production preparation was done
by elaborating the movie scene. After that, a list of
diegetic and non-diegetic sounds was arranged
according to the sound classification that had been
made before. Next, the sounds that are needed would
be recorded and collected in the form of sound
effects. Questionnaire would also be made at this
stage.
In the second stage, audio engineering would be
done by editing the sound effects and audio
recordings, then would be collected to the sound
bank. Afterwards, the sound would be synchronized
according to the image in both videos. Only the
diegetic sound would be applied to the first video,
while diegetic and non-diegetic sounds would be
applied to the second video. The video chosen was a
one-minute video (00:00:30 to 00:01:30).
Furthermore, both audios would be processed using
filters, reverberation time, balancing, panning, and
mixing.
In the third stage, the questionnaire would be
distributed to respondents. Respondents had to
answer which effects (no effect, small, medium, and
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large) they feel after watching the second video
compared to the first one and fill the opened question
with their opinion about the audio itself.
In the fourth stage, questionnaire analysis on
closed questions would be conducted by looking for
the highest to lowest percentage of the effects of nondiegetic sound elements in delivering the story, while
questionnaire analysis on opened question will be
transcribed.

2.2.1 Remaking Audio
Audio compilation would be carried out separately in
the first and second video according to the list of
sound that had been made previously. After the audio
compilation process was completed, audio would be
mixed based on each video. Audio would be filtered,
given reverberation time, panning, and balanced into
one audio unit. Filters that were applied to the audio
were adjusted to the objects on the video. For
example, using filters by adding low frequencies
when an explosion occurs, made the audience able to
feel more tension. Reverberation time applied to the
audio was adjusted to the space where an object
produces sound. If the object produced sound in an
open space, the reverberation time produced is small,
different from the sound in a large closed empty
space. In addition, the sound would also be panned
depends on the direction of the sound produced. For
example, if a video explosion occurred on the right,
then the panning would also be placed on the right
side so the audience know where the explosion took
place. Then, the audio would be balanced by listening

to all audio in the video at the same time, both diegetic
and non-diegetic sound, so that the sounds could be
adjusted to one another in balance. The sound needed
to be balanced so the audience did not feel disturbed
and feel natural while watching the film.

2.3

Research Analysis

After all the results were gathered, data analysis
would be carried out by filling in analysis table that
had been made before. Table can be seen in Table 1.
On each of the first to third questions, there were
columns of 0, 1, 2, and 3. 0 states that respondents did
not feel any impact after watching the two videos, 1
states that respondents feel small impact, 2 states that
respondents feel medium impact, and 3 states that
respondents feel large impact. In the fourth question,
respondents gave other response to any other
perceptions that they felt besides the three previous
questions. The answers chosen by the respondents
would be highlighted in the analysis table. After that,
all answers would be totalled. After getting the total
answers to each question, each total answer would be
calculated in a form of percentage so that the most
and least choices percentage would be known.
Percentage was calculated by the formula seen in
Figure 1.
TOTAL RESPONDENT EACH SCALE

100% = PERCENTAGE
TOTAL OVERALL RESPONDENTS

Figure 1 : Percentage Counting Formula

Table 1: Research Analysis Example
NO.
1
2
3
4
5
6
7
8
9
10
11
12
13
TOTAL

PERCENTAGE

RESPONDENT
NAME

0

QUESTI ON 1
1
2

3

0

QUESTI ON 2
1
2
3

0

QUESTI ON 3
1
2

QUESTI ON 4
3
Written Answer
Written Answer
Written Answer
Written Answer
Written Answer
Written Answer
Written Answer
Written Answer
Written Answer
Written Answer
Written Answer
Written Answer
Written Answer

0

4

5

6

0) 0/13 x 100% = 0%
1) 4/13 x 100% = 30,77%
2) 4/13 x 100% = 30,77%
3) 5/13 x 100% = 38,46%

0

5

5

6

0) 0/13 x 100% = 0%
1) 4/13 x 100% = 30,77%
2) 5/13 x 100% = 38,46%
3) 4/13 x 100% = 30,77%

0

8

4

3

0) 0/13 x 100% = 0%
1) 7/13 x 100% = 46,67%
2) 3/13 x 100% = 20%
3) 3/13 x 100% = 20%
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3

and very small number of respondents feel small
effect from both groups.
Meanwhile, it can be seen that sound design
students’ answers between the option 2 and 3, do not
have a great difference in percentage, while nonsound design students’ answers between choice 2
and 3, have a significant difference in percentage.
This can be caused by the perspective of non-sound
design students who do not study and have any
information about the sound itself so they will
perceive anything they heard neutrally, different
from sound design students who study about sound,
especially audio post-production. They perceive
sound differently depending on their knowledge,
opinion, and experience on sound. Each individuals
can have different preferences regarding the sound
itself. However, even though each individuals has
their own thoughts, it can be concluded that all sound
design respondents do feel the impact after watching
the second video compared to the first one.
The application of non-diegetic sound is very
influential, either small or large, on human
perception. Non-diegetic sound plays a role in
influencing human subconscious, especially in
terms of the sound of ambience, emotional tension,
and reality of objects. Non-diegetic sound can
improve human perception of the object they are
watching and make humans have more sense of
unity to the film itself. Therefore, the application of
non-diegetic sound to a film greatly determines the
emotion of the film so that the message hidden in
the story can be conveyed optimally by the director
to audience.

RESULT AND DISCUSSION

Figure 2 displays a chart of sound design students
questionnaire results. In question 1, no respondent
(0%) answers 0 (no effect). Meanwhile, two
respondents (15%) answer 1 (small effect), five
respondents (38%) answer 2, and six respondents
(46%) answer 3 (large effect).
In question 2, no respondent (0%) answers 0.
Meanwhile, one respondent (8%) answers 1, seven
respondents (54%) answer 2, and six respondents
(46%) answer 3. In question 3, no respondent (0%)
answers 0. Meanwhile, one respondent (8%)
answers 1, four respondents (31%) answer 2, and
eight respondents (62%) answer 3.
Meanwhile, figure 3 displays a chart of nonsound design students questionnaire result. In
question 1, no respondent (0%) answers 0 (no
effect) and 1 (small effect). Meanwhile, there are
seven respondents (54%) answer 2, and six
respondents (46%) answer 3 (large effect).
In question 2, no respondent (0%) answers 0.
Meanwhile, there is one respondent (8%) answers 1,
one respondent (8%) answer 2, and 11 respondents
(85%) answer 3. In question 3, no respondent (0%)
answers 0. Meanwhile, one respondent (8%)
answers 1, two respondents (15%) answer 2, and ten
respondents (77%) answer 3.
Based on these two figures, it can be concluded
that the two groups of respondents feel significant
effect after watching the second video compared to
the first one. None of the respondents feel no effect

SOUND DESIGN STUDENTS

NON‐SOUND DESIGN
STUDENTS

9
62%

8
54%

7
46%

6

8
31%

4
3
2
1
0

8%

8%

0%

Question 1

0%

Question 2
0

1

2

Question 3
3

Figure 2: Sound Design Students
Questionnaire Result
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77%

6

54%
46%

4

15%

0%

85%

10

46%

38%

5

12

2
0

0% 0%

0%

Question 1

15%
8%

8% 8%
0%

Question 2
0

1

2

Question 3
3

Figure 3: Non-Sound Design Students
Questionnaire Result
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CONCLUSIONS

The main goal of the current research is to analyze
the application of non-diegetic sound in animated
film entitled Battle of Surabaya to the perceptions
of Universitas Pelita Harapan Conservatory of
Music students as respondents. This study has
shown that the application of non-diegetic sound to
animated films is very influential on human
perception because it can produce emotional
situations that are more dramatizing in audience
subconsciousness. The result of this study indicates
that respondents felt that the second video seemed
more real due to the use of non-diegetic sound
compared to the first one. The addition of nondiegetic sound that is actually not a real sound is
very necessary to be combined with the use of real
sound (diegetic sound). The application of diegetic
sound without being added to non-diegetic sound
will make the film feel more monotonous because
the absence of emotions itself in the film.
Further research might be explored on another
film genres, besides animated films, as research
variable so the use of non-diegetic sound can be
compared from one genre to another.
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Abstract:

This article explores how children’s imaginative abilities in creative movements can be developed by using
props. Props can be important tools to enable children to explore various ways in portraying their creative
ideas. Due to the children having individual ideas in creating movements, focus on kinaesthetic stimulation
to achieve series of movements is an important factor to develop the children’s imagination. The components
of creative movements such as body, space, time, and energy, are applied as the basis in the formation and
development of creative movements. In the beginning stages, diagnosis was carried out to determine what
was lacking in the imaginative aspects of the children. After that, the researcher conducted creative movement
activities for 18 weeks. As a result from the 18-week activities, a performance portfolio was developed.
Analysis by means of observation and checklist were done to evaluate and interpret the performance portfolio.
This article also discusses the implementation, researcher’s experiences, and challenges encountered in
conducting these activities. This helps to discover more useful alternatives in varying the teaching methods
based on imaginative exploration, for the children to portray more expressive communication through props
and movements.

1

INTRODUCTION

According to Salmah Ayob (1994), stimulation of
emotional exploration of children can be released
using creative movement activities. The key to
success in this activity is to provide fun in teaching
sessions. It is important in the growth process for it
provides the understanding on the meaning of life to
be fully appreciated by them. The researchers found
that focus in providing space for children to make
their activities expressive and creative is often
discussed. The major key is to provide fun and
enjoyment for the children in the teaching session.
The creative movement activity embraces the
process of creative imagination experience to explore
movements according to the movements that a person
wants to create. The mastery in creating a set of
movement movements is the core in interpretation to
regulate thinking operations into an active and
dynamic stage.
Stinson (1988) has expressed his opinion on the
value of creative movements related to the
movement's sense of consciousness through the
involvement of a new and exciting experience. Its
existence is able to develop an important value for

discovering the potential and talent to be developed
into expressive (Lloyd, 1998). Therefore, this
experience is not only for the children but also for the
teachers’ experience in carrying out this activity is
able to build imagination and detect the sense of joy
in designing movements for children.
Klein (1982) states that the learning process using
creative movements is not static for it provides the
child an opportunity to express their feelings.
Through an appealing and unique space preparation
application is the learning method that includes the
aspect of accepting new knowledge. It even covers
the channelling of experiences on various teaching
situations as a medium for the teachers to interact
with children in heading towards creative thinking
(Mayer, 1989).
Through this article, the experience that will be
discussed involves the researchers’ 18 weeks of
experience in conducting creative movement
activities in a kindergarten. The discussion includes
the use of five types of props such as: (1) Hula Hoop
- a circular shaped hoop made of plastic; (2) Pompom - props made of plastic shredded to fine
streamers; (3) Handkerchiefs –fabrics cut into square
shapes; (4) Ribbon - colour papers cut into long
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streamers; (5) Hand Fan – folded semi-circular paper
or fabric with holder made of plastic.
This study also discusses several level of the
researcher’s experience in carrying out this activity:
(1) Method of playing with the children using
appropriate modules through elements (body, space,
time and force) and; (2) instructions when using
props.

2

METHODS OF PLAYING

In the first phase, the researchers started the day by
meeting up 16 children under 6 years old who are
following this activity. The researchers introduced
themselves as researchers who will be with them
every week. Then, the researcher instructed them to
introduce themselves in an ice-breaking session to
strengthen the relationship between researchers and
the children. The module started with giving a brief
explanation on breathing. Breathing is very important
in every activity. Breathing correctly is by using the
diaphragm. Proper breathing is very important before
doing movement activities. The researchers have
taught them to right techniques to inhale and exhale.
Next, the activity is continued with a brief
exercise. This is to see the child’s ability to move and
the level of receiving the given instructions.
Additionally,
researchers
used
previously
administered modules with the aim of bringing
themselves closer to the children and providing
comfort to them to move without stress. After that,
the "Walk and Think" module is conducted. This
module provides instruction for children to run
according to tempo 1, 2, 3 and spontaneously
positioned themselves to stop, sit or walk. This
module aims to see the child's sensitivity by listening
to instructions while thinking. After conducting the
"Walk and Think" module, the researchers found that
some of them could not follow the instructions given
by the researchers. The "Walk and Think" module
also found that children had sensitivity problems in
receiving instructions while remembering the
assigned position. However, three minutes after that
they were able to execute the task faster. Thinking
skills and co-operation with each other can be
nurtured and made the task easily solved by the
children.
In the fifth week of the same phase, the activity is
continued with a simple exercise with the children.
Researchers looked for abnormalities by the children
performed workouts with music. This is to see the
children’s tendency to follow movements through
music. For example, the children were given an

exercise known as "Chicken Dance". They look very
cheerful while doing this activity. Apart from that, the
exercise aims to provide early identification of an
animal, which is a chicken and imitate the chicken’s
movement while dancing with the music.
The activities are then continued with the
identification of animals and plants. The researchers
interacted with the children to mention the types of
animals and plants. The children were able to interact
with the researchers and imagine the respective
animal’s movements and sounds. They were also
playing cheerfully while improving their creativity.
Through the module, the researchers found that the
children were walking and creating children’s
movement exploration based on their chosen animal.
After that, a module called "Know ABC" is
conducted in class. This module is known as ABC
because through this module, the child remembers
and imagines each letter learned and then describes
the letter using movements involving small groups or
large groups. This is followed by another module
known as the "Toxic Flower”. This module is called
"Toxic flower" due to the existence of characters like
tigers and butterflies. The butterfly is assigned to
guard the flower so as not to be eaten by the tiger. The
children were very happy and excited about the
activity. They were also actively involved in this
module and asked for this activity to be continued the
next week.
Based on these activities, the children have
experience in blowing balloons. They were ecstatic
when they saw the researcher blowing a balloon.
They have excellently done the task and in fact, some
of them still wanted to continue this game. They have
fostered a high level of cooperation. The following is
the result of analysis from meeting up with the
children in carrying out the module activities to
enhance children’s creativity in the creative
movement. The children’s ability to perform
activities based on module 1 until the module 8
recorded by the researcher can be seen in the table.
Table 1: Schedule of activities with children in phase
one.
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Notes based on the table above:
# Murid – Children
# Modul – The activity of creative movement
administered by the researcher using elements (body,
space, time and force).
Based on Table 1, the researcher found that at the
beginning of the first week, the children showed good
response during the ice-breaking session. This is
evidently shown because only 5 children were shy
when introducing themselves. For the breathing
module application session, the children were able to
execute the instructions given by the researcher. Only
3 out of 16 children were running and showing dislike
reaction during the activity. For "Walk and Think"
module, there were 8 out of 16 children who were
able to perform this activity. Almost half of the whole
can perform movements according to the tempo but
they cannot do two things at a time. The "Chicken
Dance" module revealed that 7 children still could not
perform the movement although the researcher has
shown repeated examples to the children before
starting activities. However, 9 children successfully
performed the movement until the activity ended.
In addition, the fifth module known as the animals
and plants identification module has shown that only
2 out of 16 children were unable to imitate the animal
movement. For the plant identification, a total of 5 out
of 16 children cannot execute plant’s movement. The
researchers noticed that the children were more likely
to be attracted to the "Discover Animals" module than
the "Discover the Plant" module. Through "Discover
the Plant" module, the children were asked to imagine
movements made by a tree. The children were able to
show how a tree moves when it is hit by a storm. Next,
the "Know ABC" module conducted in the seventh
week revealed that the children can create movements
based on the letters given by the researcher. They
tried their best and only 4 children were unable to
perform the activity. The researchers found that they
were able to perform the activity only as an individual
but not as a pair or in a group.

3
3.1

TEACHING EXPERIENCES
USING PROPS
Hula Hoop

Based on the use of hand props that is the Hula Hoop,
the data revealed that 8 children were not able execute
the movement tasks using the Hula Hoop. From the
observation, it can be seen that the children only used
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the Hula Hoop by simply turning the hoop using their
hands while the researcher is with them during the
activity. There were 8 children who were able to
manipulate movements by using the hoop. These
children were the ones who were excited and
scrambled to get the Hula Hoop when it hoops were
distributed the first time. During the second week, a
total of 5 out of 8 children’s who were unable to
perform this activity in the previous week have
successfully done the task. However, 3 children were
still unable to do it.

3.2

Pom-pom

The session using pom-pom revealed that during the
introduction of the props by the researchers, the
children have never seen a pom-pom. This clearly
revealed that they never held the props at all. During
the distribution of the pom-pom, the researchers
found that the children only move the pom-pom using
their wrists either in a circular motion, up and down
or sideways. This can be seen in the early stage of
movement exploration. In this activity, there were
only 7 children who were able to perform the
movements required. The rest of the 9 children were
making fun of each other and doing their own things.

3.3

Handkerchief

The children also did exercises such as jumping,
running, and walking. They used the existing space
and it appeared that some children did not follow the
instructions given. The researchers gave directions to
make a circle by holding the corner of each other’s
handkerchief. Through this activity, a total of 14
children have demonstrated that they understood the
instructions easily and performed these activities.
Only 2 children seemed quiet and unable to carry out
this task. This is evidently shown because they placed
their handkerchief on their shoulders.

3.4

Ribbon

The use of ribbon as props revealed that the children
have shown their likes and interest in the ribbons.
They were excited to get their own ribbons during the
distribution and immediately explored the ribbon
using their own movements. The researchers felt that
these props were easy for them to carry out the
activities. 3 out of 16 children’s were not able to
perform the activity but were able to do so in other
activities probably because they have the tendency to
have more fun with the other props.
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3.5

Hand Fan

The researchers distributed the hand fans to children.
It was difficult for them to open and close the fan.
This may be due to their small hands. However, 6
children showed that they seemed to have normally
played and used the hand fan before. The researchers
demonstrated several simple movements using the
fan among which were swivels and flicking left and
right. These 6 children seemed to be interested in the
activity. In fact, they were also able to do the
movement easily. However, 10 children’s were still
hesitant to move, changed the movements and did not
pay attention.

4

IMPLICATIONS
TO
THE
TEACHING EXPERIENCE OF
IMAGINATION TO CHILDREN

Through the philosophy proposed by Laban (1975),
the structure of motion construction is based on the
forms of experience present. This experience is
thought to be a form of taste that can be interpreted
by the unique idea of an individual creating
movement. These forms include physical, mental and
emotional controls that generate imagination for
creative movement outcomes.
The process emphasizes on the development of
communication interactions in student's way of
thinking through creative movement (Joyce, 1973).
Fleming (1976) also supports creative movements as
a framework for children’s to develop an
understanding of expression and interaction. This is
to create an expression of inner feelings when
meeting the demands of school activities as a medium
to release stress. Interacting with creative expressions
generates the development of thinking ideas that will
shape the imagination of the mind. The movements
carried out in the activities functions to fulfill the
values that reinforced the unique thinking style.
Through the activities carried out, the effort to
understand the nature of children in person is very
challenging. This is not an easy matter. However,
giving them experience about movement expressions
is an act of forming values that are likely to give a
positive impression on their cognitive development.
For example, physical exposure is related to body
awareness, physical growth, and physical appearance.
This ability provides a good response to the
mechanisms of the body to build confidence in
children.

In addition, the teaching style in providing skills
includes the exploration and imagination process. The
process is not merely teaching, explaining, clarifying
solely but taking into account the method of forming
a goal based on the structure of teaching in providing
the challenge of experience so that the foundation of
the potential self-development is achieved. The
children have different tastes, the expressing aspect is
the content used in the creative movement activities
as a process for experiencing and deepening the sense
of presence as well as the desire to do. Through
movement, feel and feeling is a form of expression as
well as creative imagination through the movement
created. This process is seen as a creative form of
mental digestion in producing cheerfulness in
children's emotions. Here is an example of activity
being handled.
Table 2: Explanation of activity 1.
ACTIVITY
INSTRUCTION:
1. Sit down (squatting)
with action and
mimicking face (angry,
sad, furious and happy)
by using a handkerchief
2. Kick forcefully and
voice up while moving
with your pom pom.

DETAILS OF ACTIVITY
Expressions through
command that has been
instructed should be made
by the children to look for
an action and facial mimic
for them to imagine and
then to be demonstrated in
front of their friends using
the props given.

Table 3: Explanation of activity 2.
ACTIVITY
INSTRUCTIONS:
1. You are like a tall
Giraffe and keep
walking by jumping on
the Hula Hoop you see
in front of you.
2. You are a mouse
looking for food in the
Hula Hoop circle while
eating very fast.

DETAILS OF ACTIVITY
Children need to display
acts that give them fun to
play with what they want to
create. Physical assisted
care is a way for them to find
what they think can be done
as directed.
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Table 4: Explanation of activity 3.
ACTIVITY
INSTRUCTIONS:
1.INSTRUCTIONS:
In a low position, hold
the ribbon while
walking and pose
(pause and show the
action)
2. Hold the ribbon and
pose with the ribbon on
the floor surface.

DETAILS OF ACTIVITY

Need to be in good body
position as a pathway to
create a steady and vibrant
body shape

Table 5: Explanation of activity 4.
ACTIVITY
INSTRUCTIONS:
1. ACTIVITY:
Use your handkerchief
and drop yourself on the
floor
2. ACTIVITY:
Swinging both
handkerchiefs to the right
and left then jump and
sing

DETAILS OF
ACTIVITY
Feeling the impact from
creating how much is felt
by varying the sense of
body drop or fallen with
effective
physical
controls and should be
felt by the children.

Based on these four tables, each has a diverse
range of experience sharing pattern for the children.
The instructions in Table 2 focus more on facial
expression with the addition of the pom pom as
props.The use of this pom pom is actually giving the
children an opportunity to prepare the right moves.
For Tables 3 to 5, each provides a rich form of
expression experience to prevent the children from
getting bored. In addition, these props have made
them more active because they are able to use them in
a variety of exciting action. This situation can be
considered as interesting for it has led the children to
a creative exploration experience through creative
movement activity that uses props.
Based on the above description, the effect of this
experience has given the connection between
generating the children to think of an exciting action
and the experience of the researchers giving whatever
space so that the children can explore. They are
required to show a wide range of movements while
the researchers look for the presence of creative
movements that can bring out the fun while the kids
are playing. It is important for the researchers to be
more actively in looking for whatever desire they
want in the movement.
The desire and meaning in the form of movements
that the body delivers intends to shape, accept and
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present movement through the experience. According
to Fraleigh (1987) states that the unity between the
mind and body also helps to provide the experience
of building a form of movement. The process of
growth from each level leads to the experience of
forming feelings through the various channels that
give stimulus to the thinking process. Transmission
of various forms provides space for the children to
express their inner feelings or ideas and feeling is a
useful tool to ensure that the need for emotions and
feelings is highlighted in the perfect space. Methods
helps to express the children’s inner feelings and
shape the sense of interpretation of activities of
exciting and fun movements.
Every child has its potential. The essence of their
souls is that diverse talents may be easily displayed or
vice versa. The task of the researchers is to provide
how to develop the children’s potential in this
activity. How can the application of the props in the
activities provide the experience of the feelings they
that they have to be processed and freed using the
space for them to express themselves. This is a
process of movement creation to produce
explorations which involve what needs to be done,
what is seen and what is preferred to be the foundation
of the construction of various movements.
Encouragement is crucial to providing space for
children to find and demonstrate the potentiality that
is present within them. Every child has a unique talent
and has different backgrounds, physical and tendency
of interests, how far their creativity is developed
depending on the experience, feelings and
encouragement in participating in creative movement
activities. The conclusions of this discussion can be
seen in the following table:
Table 6: Summary of implications to the teaching
experience of imagination to children.
Creative Movement
Props Application
Activities
EXPERIENCE
(Researchers)
Physical
Self-Potential
Desire
Exploration

Interaction
+
I
M
A
G
I
N
A
T
I
O
N

(Children)
Playing
Trying out new
things
Fun
Create unique
movements
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CONCLUSIONS

Through this article, the conclusions give an
overview that the experience in improving the
performance of a child through creative movement
activities using props is reviewed in terms of how the
exploration activity can provide them an active
stimulus to think of finding and displaying the skills
available to be performed through the movement:
• Develop the skills present in the children in
order to develop and expand their experience
in movement creation.
• The passion and activeness of body parts
exploration.
• The use of energy practiced with various
feelings to be released.
• Play with space as the process of enjoying the
surroundings around the children.
• Improvement in the children’s self-confidence
for they are able to present their creative ideas
together with their friends.
The researchers suggested that such teaching
elements can highlight awareness about activities that
can provide experience to help in bringing out the
children’s potential and uniqueness. The experience
felt, is a recognition of new links that is capable of
detecting ways of thinking, responding and
communicating about ideas and feelings. These
implications provide opportunities for solving
problems, exploring, taking risk, forming abilities,
finding answers based on decision-making to prepare
the children heading towards critical thinking. This
refers to the development of thinking power for
constructing the emotional processes to attain a high
level of attainment in the children’s achievement.
This article suggests that creative movement
activities need to be enhanced by using tools such as
props as well as activity instructions that will help
teachers to provide experience opportunities in the
creation of space for expressions towards exploring a
more creative imagination for children.
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Abstract:

1

Formed by different layers of patterning of knots with colours and shapes, Linangkit1 refers to one of Sabah’s
traditional Indigenous forms of embroidery. This paper discusses how these patterns are being transformed
into musical materials as a way to extend my compositional practice to develop ideas for pitch and rhythmic
organization and formal ideas, and as the basis for my fourth collaboration with the dancer Tang Sook Kuan
building on the earlier experiences with gongs described in my earlier project called Interbreathment2.

INTRODUCTION: THE
LINANGKIT PROJECT
Meaning is not produced by grammatical
structures and formal codes, though they have
important roles to play; it is created through
individual action [as] a part of cultural process.
(Morphy, 1998, p. 6)

Linangkit is a collaborative project comprising a
music-dance installation involving a dancer (Tang
Sook Kuan) performing within a sculpture of elastic
string and an oboist (Howard Ng), as well as a standalone work for oboe solo (performed by Peter Veale)
extracted from the larger work called, The Project of
Linangkit. The collaboration, in terms of its working
modality, began as an e-mail discussion before a
meeting in Sabah and proceeded in a similar way to
my previous project, Yu Moi in terms of modelling,
observing, and realizing the changing process of its
becoming to access a world (in-)between participants,
and between sound and movement, music and
choreography.
The word ‘pattern’, in Western music
compositional history, has often been characterized as
a somewhat solid, concrete, organized musical idea
functioning, more or less, as a form. As a musical
idea, it has functioned as a key element in defining a
musical entity including style, meaning, and
1

Named differently amongst the Kadazandusun for
example, linangkit in Lotud tribe, rangkit in Rungus, and
berangkit in Bajau.

aesthetic. Pattern-making is highly associated with
musical elements such as rhythmic impulses,
gestures, and modes of organizing, building, and
expanding one’s musical vocabulary or syntax
through repetition. Examples from composers such as
Morton Feldman (Why Patterns?), Arvo Pärt
(Fratres), Philip Glass (Violin Concerto no.1), Terry
Riley (In C), Steve Reich (Clapping Music), Bryn
Harrison (Repetitions in Extended Time), and
Matthew Sergeant (bet denagel) illustrate the power
of patterns in dialogue to form, deform, and reform
processes of structural transformation. Against this
more architectural/structural use of patterns and in
response to the idea of grammatical structure
expressed by Morphy, I started thinking of patterns
and pattern-making itself as a somewhat malleable,
tractable, and pliable entity, as a trigger to
accomplishing a piece of work through movement,
action, and integration instead of thinking pattern
itself as a single unit, form, or musical element within
a certain musicological specification (system,
framework, or theory). That is, in researching
Linangkit, my focus is not merely on patterns as a
musical form (or material) but looking for the holistic
perspective within the performative aspects of the
making of embroidery, thinking about what is behind
2
Lee, C.T.I (2018). ‘Inbetweenness: Transcultural
thinking in my compositional practice. Malaysian Music
Journal, 7, 134-158.

135
Isaiah, L.
Patterns of Transformation: Linangkit.
In Proceedings of the 1st International Conference on Interdisciplinary Arts and Humanities (ICONARTIES 2019), pages 135-147
ISBN: 978-989-758-450-3
Copyright © 2020 by SCITEPRESS – Science and Technology Publications, Lda. All rights reserved

ICONARTIES 2019 - 1st International Conference on Interdisciplinary Arts and Humanities

the embroidery and to look for analogous ways of
organizing the temporality as well as the relationship
between the materials. I wanted to find translations to
the aesthetic through collaboration and was interested
in looking at the process of how the patterns and
pattern-making might be experienced as a form of
self-communication.
Tang Sook Kuan is a practitioner of linangkit and
hence this opened up the choreographic as well as
musical element of sewing, which proved to be a key
point of discussion in the collaboration. This, again,
connects with the underlying theme of all of my
explorations into non-Western and so-called
traditional practices, which is how the process of
transmission and translation between cultural forms
can lead to a form of ‘inbetween-ness’, that is, an
experience of emergent creative energy in which one
sees a dynamic relation between the positive aspect
of something coming into being as well as the
negative ground from which it arises. In order to
The video I received from Sook Kuan is a tenminute documentary film with interviews, portraying

connect to such a concrete cultural relic in this
preliminary stage, my strategy was to find a
practitioner with whom I could learn the embroidery
technique and to experience the process of the
creation of making a piece of linangkit myself.
I had questions about how long it takes to
complete a pattern, what sort of relationship exists
between the embroiderer and the object, and how
such a relationship might be carried over to and
extended in my compositional practice and thinking.
However, I was in the UK during that particular
period and was not able to make a trip back to Sabah
to meet up with Odun Lindu, a senior linangkit
practitioner who is still actively preserving and
practising this sewing tradition within the Lotud
community in the Tuaran district in Kota Kinabalu,
Sabah. To break down the barriers, Sook Kuan agreed
to pay a visit to the workshop given by Odun Lindu
herself whilst making a live video recording for me as
a way of starting to develop our work and exchange.
the processes and the qualities of how a piece of
Lotud-style linangkit3 is formed (Figure 1-3).

Figure 1: A moment capturing how Odun Lindu formed and sewed the knots and patterns on a traditional costume.

3

Formed and built by different various repetitive,
symmetrical forms of crossed shapes and geometrical
patterns (which is inspired by the melon seed) with colours,
a piece of Lotud-style linangkit pattern whose motive and
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its narrative are profoundly connected to the subject of
nature expresses the beauty of flora and fauna of the Borneo
rainforest.
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Figure 2: An incomplete work with different patterns.

Figure 3: A completed patterning work.

My first impressions in encountering Odun
Lindu’s work from the video was that each pattern is
sewn across the fabric, and whether complete or
incomplete these patterns seem to project an illusion
of movement. For me, it is as if the patterns and
strings are waiting, vibrating, and contacting each
other in a living way, even though physically they
remain static. To me, they are not merely functioning
as part of the traditional costume accessory but a
quintessence of knowledge representing the liveness
of something changing and the flow of time itself
through transformation.4
According to Odun Lindu, it takes at least six
months (or even longer) to finish a fully-completed

set of linangkit pattern work. This depends upon not
only the level of the complexity or the size of the
piece but also on the process of dialogue between the
object and weaver. What fascinates me about this
cultural practice is not only the physical pattern of the
linangkit itself but the process and the action of the
weaving. Each pattern is completed by a convergence
of knots and lines and takes form through recursive
interleaving between forces of tension and release,
contraction and expansion, and augmentation and
diminution of symmetrical and asymmetrically
patterned surfaces. In the object, the patterned
movement itself might be seen metaphorically as a
meeting point in which cultures, dialogues, and

4

Sabah). The meaning and the identity of the pattern has
been extended over the years by the Indigenous people in
North Borneo and been passed down from one generation
to the next within local communities.

It is believed that this highly labour-intensive, customized,
hand-made, traditional woven patterning work and skill was
somehow passed down from the Philippines (where it is
named Langkit) and started flourishing within the Rungus
community in the Kudat district (the northern area of
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creativities are intertwined. This creates a sense of
movement and temporalities through which one
might sense the intimacy of how the weaver’s work
reflects different emotional states as they bring about
their creation.

2 A NEW FORM OF LINANGKIT
PATTERN: SKETCHING THE
STRUCTURAL
ORGANIZATION OF THE
OBOE PIECE
I started my compositional work by imitating the
structural design of a Lotud-style linangkit, creating a
replica version in musical form that I treated as a
platform for generating and organizing musical
material (Figure 4).

Figure 4: Marked in colours, letters (representing a central pitch/mode), numbers (the total accumulative number of beats),
lines, and brackets, this replica of the linangkit in musical form is formed by layers of patterns, creating an entangled,
interlocking set of relationships.

The first layer of this replica, which, in terms of its
structural formation, was started at the middle
ground, is formed of ten pairs of time signatures. Each
pair consists of two different meters grouped by one
common time and with different numerators ranging
from one to ten, regarded as the basic pattern. I then
increased the number of layers by joining and rejoining the basic patterns to form new pairings and
layers (expressed as brackets in different colours).

138

Seeking a different structural form and working
modality, I also assimilated the way in which Sook
Kuan translated and remodelled the musical notation
and its material that I created in the previous project,
Interbreathment. By transferring each pattern and
layer that I had built into a more extended rhythmic
notation, the relationships between the patterns and
the layers from the replica were distorted and adjusted
(Figure 5).
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Figure 5: Patterns were mixed, relocated, and resituated in different measures to create the ‘skeleton’ of the rhythmic structure
of the oboe solo piece.

3 RHYTHMIC PATTERNING
Inspired by Odun Lindu, the rhythmic patterning
design and the process of its formation inherited the

spirit, mode, and action of weaving. Taking the first
‘basic pattern’, for example, I treated the total
accumulated beats (4+1=5) as a ‘needle’ and used it
to organize the space and the spacing within the
measures (4/4 and 1/4) (Figure 6-7).

Figure 6: The notes have been subdivided into demi-semiquaver note values and grouping them with five demi-semiquaver
notes as a unit marked with an accent.

Figure 7: Each unit (marked with accent) is transformed into different note values including quaver, semi-quaver, and dotted
semi-quaver by tying all the accented notes under the common time framework, giving rise to a new rhythmic surface.

This new rhythmic surface became the platform I
used to organize register, in which the distance
between accented notes was highlighted by replacing
each accented note with pitches based on a pentatonic

scale. This approach can be seen, for example, in
figure 8, which eventually became the first page in
my oboe solo.
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Figure 8: An earlier sketching of my register organization across the first two ‘basic patterns’.

As shown in figure 8, each accented note from the
patterns (within 38/4 and 4/4+1/4) has been replaced
and substituted by a specific pitch based on a
pentatonic scale determined by the alphabets taken
from the earlier sketch (see Figure 4). Here, the
distances between the pitches within the first measure
(38/4) have been repeated within an octave after a
cycle, when the accented notes within the first pattern
(38/4) are replaced by a D pentatonic scale, whereas
the accented notes within the second pattern (4/4+1/4)
have been substituted with pitches based on the F
pentatonic scale.
These chains of pentatonic scales, however,
operate not only at a local level in terms of decisions
as to the note-to-note content of the work but are also
used as focal points at a larger structural level at

which the rhythms have been further developed in a
rather abstract, subjective, and intuitive way. I
borrowed several modes including different types of
raga, maqam, and pentatonic-scales to reinforce the
potential of the material. These materials were
injected between the notes to create different forms of
phrases so that the basic patterns gradually become
more encrusted and ornamented. This approach can
be seen in the following musical example (Figure 9)
in which the materials of each measure – such as the
meters, pitches, registers, and rhythmic patterns,
including phrases and rests and including the
secondary subdivisions [4/4/1/4] in bar 6 and 7 – have
been completed changed for practical reasons
depending on the musical context as well as the
connectivity between the sounds.

Figure 9: A diagram shows the outcome of the first page of the music in which, for example, instead of using thirty-eight
beats as a unit, the first pattern’s time signature within the measure has been subdivided and reassigned into five new
individual measures (10+10+10+4+4).
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Each measure’s material has been further
developed by adding new rhythmic elements (such as
triplets and septuplets) and decorative figures
between the notes and the patterns onto the previous
rhythmic layer I had built (see Fig. 4.6). These
additions create a complex, repetitive, fragmented
form of musical language formed by embedding
various micro-intervals and ornaments including
appoggiaturas, upper/lower mordents, and trills to
create a recursive, recitative-like, vocalic contour of
musical gestures and textures, offering me a sound
world which related to the Sabah Indigenous ritual
form of chanting, called ‘rinait’ and sung by the
bobohizan (the priest).

4 ‘SILING’: FABRIC AS A
TEMPORAL SPACE
CONTACTING SOUND AND
SILENCE
One of the important elements influencing the
rhythmic drive of the piece is the way in which I
approached the temporal fabric by using rests to
create dialogues between sound and silence. This
musical idea was actually inspired by one of the
stitching techniques used to form a pattern called
‘Siling’ (Figure 10).

Figure 10: This kind of pattern is normally sewn at the surrounding edge of the linangkit pattern, with the weaver using
needles as a support to create points across the fabric at different positions across which the knots and patterns are formed.

Using the previous ‘accents’ to reinterpret the
injection of this needling work, I find ways of
highlighting new layers by de/re-constructing the
rhythmic material within the patterns themselves. I
try to recreate a piece of Siling as a background to my
music by capturing the interweaving movement and
action to evoke the way the weaver uses needles to

create points across the space of the fabric upon
which the strings move and crisscross. For example,
in figure 11, taking and treating the rests as an
imaginary needling work, I used them as a way to
create points from bar 9 to 11 from which the material
has been filtered by substituting notes with rests.
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Figure 11: Some of the rests, interjected throughout the measures, were then further altered to unlock the spaces between
them, creating different repetitive forms of musical gestures, patterns, and articulations across the measures.

Such rest substitution techniques have been
explored extensively with methods across many
contemporary music repertoires notably including
Music for Eighteen Musicians (1976) by Steve Reich,
Music in Fifths (1969) by Philip Glass, and In C by
Terry Riley. In Reich’s Drumming (1971), rests at the
end of each section are substituted for notes, finally
resulting in a single note per rhythmic cycle;
however, the rests will be gradually substituted by the
notes when the music builds up again. My way of
approaching rhythm to such substitution technique

differs, however, in that it is not meant to be operated
and developed specifically under a certain
mechanism but rather, works flexibly without being
limited to a specific framework, so that the
development of the material can flow even more
organically.
Another musical element I have applied to
broaden the spatiality can be seen in the following
diagram (Figure 12) in which I added another
temporal surface by adding a fermata on the semiquaver rest at the end of the passage in bar 19.

Figure 12: The use of fermatas to expand the temporal identity of the semi-quaver rest creates an element of tension as it
increases the degree of vagueness and uncertainty as to the impact of its temporal value, allowing the performer to re-adjust
their energy whilst anticipating the next passage.

This fermata, conceptually, allows the performer to
enter into an abstract space of being. The pause is a
crossing point and here the performer acts to transmit
something across the negative space between sounds.
However, although the rests may appear as moments
of silence in the music, to me, they are not meant to
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act passively. In fact, they are not static but are highly
mobile. They add a moment of performative attention
or liveness to the music. This notion of mobility in
silence can be seen, for example, in figure 13.
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Figure 13: Whilst engaging the temporal identity on the last beat in bar 45 and 46 that have been affected by the fermata, the
musician, rather like the weaver making and adjusting the patterns on their fabric, has to constantly readjust the time and
space of their performance based on their musical sensitivity.

This spatial idea has been further extended by using
different forms of triplets grouped with different
values of rest and notes, including quaver, semi-

quaver, and demi-semiquaver, to form a larger phrase
structure (figure 14).

Figure 14: Starting from bar 55, the dialogues between phrases as well as the dialogues between the pitches and rests within
the rhythmic pattern are interrupted by the fermatas.

This dialogue of crossing and integrating two
distinctive territories between sounds and silence is

presented in a completely different manner in later
passages, starting from bar 59 (figure 15).

Figure 15: Timbral shifts emphasize the transformation of clear pitches from a solid to a fairly loose quality in bar 59 by
decreasing the stability of the resonances of notes.

5 MOVING AWAY FROM AN
EMBROIDERY FORM
In the collaborative process with the dancer and
the oboist, we drew upon metaphors from weaving
and sewing to spark ideas about a choreography of
making, forming, and joining. At the end of the
workshop session I decided to include a live
performance along with an elastic string installation

in which I wanted to create a similar sense of
foreground and background of objects embedded in
physical layers. I was interested to recreate the
experience from the gong project, Interbreathment, of
musical textures in which the progression of events is
multi-layered and irregular, multidimensional rather
than only occurring on a single plane. Part of this
sense of re-creating a multidimensional fabric or
‘embroidery form’ meant working closely with the
dancer so that there was interplay between musical
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patterns and the patterning of movements and
gestures from the dance.
In the live performance, the stage is treated as a
fabric upon which sounds, movements, and
expressions, are woven and sewn, with the score
acting as a trigger for the musical activity. An
important aspect driving the overall live performance
was the creation of a sense of ritual ceremony through
the organization of spatial formations that
coordinated the musician and dancer. Throughout the
events, the musician continually shapes and reinterprets the musical material, including the tempi,
dynamics, and articulations from the score according

to his musical sensibility and in response to the
dancer’s movements and expressions. This
performative manner became a strategy I used to
open, extend, and organize the creativity between the
performers and I invited the dancer to join in this recreation process of various structures as a way to
contribute her creativity.
The nature of this project was to treat it as an
unfinished patterning work. In general the music and
the staging atmosphere were presented in a rather
unstable, loose, fragile manner and situation (Figure
16).

Figure 16: The performance begins with a short, ceremonial opening in which the oboist, imitating ritual chanting, moves
from perfect fifth interval of G to D to a slow augmented fourth glissando passage from G to C♯ and ends with a multiphonic,
whilst the dancer responds to the music through her listening, creating a series of repetitive weaving-like gestures and
movements.

This notion of reciprocal relationship was used to
drive the entire work, resulting in an unpredictable
outcome based on the ‘mode’ of how the performers
received, perceived, and responded to the changing
situations of their environment. Interestingly, what I
have observed and visualized through the experience
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of such an approach is that the overall collaborative
performance seemed to be hybridizing the
experiences inherited from the past. This was
especially so when the dancer moved to the back of
the stage, and started preparing her next performance
(Figure 17).

Patterns of Transformation: Linangkit

Figure 17: A moment when Tang were slowly tying the elastic string to her body.

During that particular moment of separation in the
performance, an atmospheric dialogue of crossing
different temporalities was created that I connect with
the previous temporal idea articulated in my music of
silence punctuating sound. This notion of preparing,
waiting, and anticipating during the changing
progression of the work again resonates with my
experience of Odun’s unfinished work as a way of
showing how static situations punctuate moments and
events.

6 THE GIRING5
One further aspect of the work that entered
relatively late in the project was the use of
Kadazandusun bells called Giring, or Giring-giring
(Figure 18).

Figure 18: The Giring used in the collaborative session.

These bells function as ritual instruments and are used
by Kadazandusun priests (Bobohizan) to accompany
their chanting. What so fascinated me about this ritual
instrument is that it contains two distinctive sound
worlds. Its unmuted sound has a rippling, shimmering

quality, whereas the muted sound has by contrast a
rather mellow, dark timbre and can create textures
like speaking. In my work, this instrument became an
essential element for signaling, directing, and
accompanying the action. The function and the

5

(Bobohizan) during ritual performances together with their
chanting.

A popular traditional costume accessory which can be
found in most of the kadazandusun community as well as
functioning as a ritual instrument used by local priests
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identity of the bells, however, is changed in the latter
section in which the dancer uses it as a musical

instrument or sound generator to extend her physical
language through hearing (Figure 19).

Figure 19: The oboist has moved his position to the front of the stage to play a long, breathy, recitative passage without reed,
whilst the dancer has taken the giring to use to extend her choreographical vocabulary, by constantly translating and retranslating the music from the oboe, which she expresses with both her body and the bells.

7 FURTHER FORMATS OF THE
PIECE: VIDEO AND OBOE SOLO
I further developed the project by creating a video
based on the recording of the live performance. I
filtered the background colour throughout the video

(only black and red), adding different layering effects
that mimic the fabric of the linangkit pattern (Figure
20).

Figure 20: The constantly changing shapes merge with the images of musician and dancer, creating a rather abstract visual
translation as if the performers were becoming veiled within a piece of linangkit.

Finally, I decided to complete this project by creating
a stand-alone oboe solo called Linangkit. One of the
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major adjustments to this final version is that I wanted
to reconstruct the previous dialogue between the
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dancer and musician in the bell section. However,
instead of having a two-person event, I created a
‘monologue’ by resituating the material in different
spaces. I took the rhythmic material from the passage
where the musician performed the breathy passage

(see Figure 15) to create a short opening passage
(Figure 21) that functioned like a ritual ceremony in
which the musician performs the rhythmic passage
with giring, so recalling the interactive dialogue
between the dancer and the musician (see Figure 19).

Figure 21: The giring solo musical notation.

Such a ‘dialogue’, however, will be suspended and
will not be revealed until the section when the

musician starts playing the long, breathy, recitative
passage.

8 CONCLUSION
This investigation exploring cultural objects
addressed the core of my compositional aesthetics
in cultivating a practice of exchange by highlighting
the power of resilience to deepen my cultural
understanding as well as my compositional
knowledge. This movement of exchange, involving

a complex transformative activity that constantly
and continually signifies and shifts between closing
and opening, reestablishes the interconnectivity and
the identity of the music, helping me to recognize a
deep understanding of the interrelationship that has
been intertwined and hybridized.
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Guilin Xi Qinglin temple is a Chinese Buddhism place built circa 6th century AD (Tang Dynasty).
The temple of Grand scale is well-known in ancient China. There are a handful of written records about the
historical texts of Xi Qinglin temple, but there is no record of why the temple was destroyed. There are a large
number of Grotto statues around the site, different from the sculptures of the Buddha statues in the north of
China. These are evidences of the path of Indian Buddhism passing through the Indian Ocean from Southeast
Asia to southern China.
Xi Qinglin temple used to be a very important status in Guilin and even Chinese Buddhism. In fact, Guilin
government has carried out studies of archaeological sites in the setting of Xi Qinglin temple, and has
discovered archaeological and related historical resources that support the value and significance of Xi
Qinglin temple and its rebuilding.

1

INTRODUCTION

The present research has three interlinked
components:
1. In the absence historical records，Based on the
origin of Buddhism, I have reconnected ancient
myths and fragmented text data to the present and
past culture landscape of Guilin sacred places by
collage and superimposed them. I shall further
explore the important question of Buddhist cultural
landscapes and natural environment in the
establishment of sacred places.
2. In my paper, I will argue why and how the issue
of Rebuilding Identity of Guilin Sacred places. In
particular, the current trend of decline in Chinese
Buddhism. This paper will analyze the myths and
elements of the origin of Buddhism; rethink the
overall layout style of the Buddhist temples in the
Tang Dynasty from the Dunhuang frescoes in China,
the ornament of the facades of the buildings and the
details of the landscape design and discusses the
issue of spiritual place design of Buddhism,
emphasizes the importance of place experience, and
provides a significance of the research for the
rebuilding Xiqinglin Temple in Guilin.
3. Based on the above research, I integrated the
landscape image of Guilin Karst and the

philosophical meaning of Chinese classical garden
into the design of Guilin Xiqinglin Temple, creating
the identity of the sacred place of Guilin.

Figure(1): Research Framework （owner-draw）

1.1 Definition of the Sacred Places
The sacred places may be religious places, spiritual
spaces and holy places, and here is a special area
connecting the mundane world and the sacred world.
Form the religious scientists Mircea Eliade’s (1957)
viewpoint, the sacred and the mundane are the two
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ways of existence in the world. The sacred places
have caused an interruption in the mundane world,
and into these sacred places, it is possible to connect
with the world of the gods. The religious site is the
most specific place carrier in the mundane world.
From the perspective of religious geography, Isaac.E
(1959-1960) proposed that religion's influence on
sites or landscapes in turn affects religion itself. He
believes that religious landscape can be divided into
material religious landscape and intangible religious
landscapes. Religious geographers believe that the
transformation of the material world into sacred
places comes from religious experiences and
religious beliefs. Perceptions and imaginings
influence the way such spaces are used, and the
personal, spiritual meanings developed in using such
sacred spaces.
The sacred places are often rich in aesthetic
experience. The Greek philosopher Plotinus（205270 CE）found that the sacred architecture and art
together constituted the sacred places, and its
meaning and function were manifest or represented
by sacred objects, forms, symbols and shapes. These
identities are the general knowledge of traditional
sacred places. Homan, R., G. Rowley conducted a
study that the religious doctrines affect the location
of sacred places. The site selection and layout
seldom take into account the development of cities.
So most of the sacred places are chosen in the
suburbs or isolated from urban fragmentation.

are the space for the beliefs of some ethnic
minorities in China. After more than two thousand
years of cultural integration, the identicalness of the
spatial image has become a typical feature of China's
sacred sites under the influence of multi-culture.
Based on the principle of "go into the secularity" ,
Chinese sacred places show distinct local cultural
characteristics, such as the architectural layout under
the influence of Confucianism, the sacred places
combined with the design of Chinese classical
garden under the influence of Taoism. Some space
and objects are defined in folk beliefs, which are the
typical characteristics of Chinese sacred places
culture. It should be extended to other religions and
cultures.

1.2 Objectives
This paper is aimed at investigating the way to
create the sacred places under the unique scenery of
Guilin. It seeks to integrate the knowledge and
wisdom of Chinese Buddhist places, as well as the
new identity form of sacred places that can be
applied in future design.
This paper aims to：
1.Study the background, identity and significant
values of the cultural landscape of the Guilin Xi
Qinglin temple.
2.Investigate the ways for rebuilding project
based on integration between historical value， both
promoting Buddhism and natural environment and
Aesthetic development such as from tourism
development.

1.3 Significance of the Research

Figure (2) :Mundane world and the Sacred world（ownerdraw）

The sacred places of China include religious
sites, cultural religions sites, religious and folk
beliefs, religious places such as Buddhism, Taoism,
Christianity and Islam; cultural religions such as
Confucian temples and academies; and folk religions

This research is to investigate and survey historical
documents and existing remains, through a
comprehensive analysis of the spiritual connotation
of Chinese traditional Dharma, Tracing back to the
origin of Buddhism, comparing the tangible and
intangible cultural values of Theravada Buddhism in
Southeast Asia and Mahayana Buddhist temples in
East Asia, redefining the spatial identity of sacred
places. In terms of landscape and facade design,
extracting the historical texture of the traditional
Buddhist environment of Dharma and even Guilin,
In order to incorporate into the natural scenery of
Guilin,
combining
the
secularization
of
contemporary sacred space and the trend of tourism
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industry experience, rebuilding the Theory of Sacred
Space Knowledge with New Identity of Guilin.
This paper not only researches the Identity of the
sacred place in Guilin, but also discusses the value
and significance of rebuilding from the aspects of
physicality and spirituality. There are 4 aspects of
value and significance to analyse namely, a)
Architecture Site planning and route, b) Traditional
layout and related elements, c) Revival and
innovation , d) Natural environment and spiritual
space. information used for analyzing the values and
significance have been obtained from study of
Historical remains，both those discovered in Xi
Qinglin temple literature itself and those found in
Grotto statues remain. There have been studies of
value, culture and natural environment,existing
conditions, perspective analysis and tourism,and
other relevant factors in order to provide more
information for rebuilding planning and tourism
experience research.

1.4 Research Methodology
The research requires various field data to create a
basis for creating new identities , and a model for
Rebuilding Xi Qinglin Temple in Guilin. This
research concentrates on studying the identity of
Chinese Tang Dynasty temples and the creation of
new cultural landscapes in Guilin Buddhist temples
based on the tourism industry. The research is
qualitative in its methods and includes research and
extraction of design elements related to site survey
and rebuilding ,the understanding of the rebuilding
of temple environment space in Tang Dynasty, and
the analysis of worship and tour behavior. Several
stops in the research are as follows：
Through investigation, an understanding of the
background, characteristics and significant values of
the Xi Qinglin temple will be linked with the
documentary data. At the same time, it analyses the
philosophical significance of Guilin's unique karst
scenery and the integration of Chinese classical
gardens into the temple space environment.
Observation and general interviews are
important ways to study both tangible and intangible
values of a temple cultural landscape. Moreover,
based on the analysis of literature data, this paper
chooses Tang Dynasty to Song Dynasty as the key
time line of research, extracts design elements, and
puts forward design ideas.
For the analysis process, the results from the
literature review, survey and observation and In
depth study of the causes of excessive
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commercialization and identicalness of Chinese
Buddhist temples. This will give an exploration of
the method relevant to create a new identity for
tourism industry.
The final stage of analysis is drawing
conclusions and suggestions for rebuilding design.
At the same time, it also creates positive significance
for Xiqinglin Temple of Guilin and establishes a
unique Buddhist Temple identity for the region.

2

RESULTS OF THE RESEARCH

2.1 Chinese Buddhist Temple Identities
Buddhism spread from India to China in AD 67.
After integrating Chinese Confucianism and Taoism,
Buddhism was gradually being Chinese influenced.
Chinese Buddhism is divided into Mahayana
Buddhism, Theravada Buddhism and Tibetan
Buddhism. This study is a Chinese Mahayana
Buddhism temple. Japanese scholar Nomura
Yosho’s point of view is that The Buddhism
prevailing in East Asia is Mahayana Buddhism with
Chinese Buddhism as its mother. Chinese Buddhist
temples present the localized cultural characteristics
of China. Under the joint influence of Confucianism
and Taoism, the identity of Buddhist temples is not
obvious.

Figure (3) : Changes in Temple layout from Tang Dynasty
to Song Dynasty

From the site selection of the temple, building a
temple along the mountain is an important feature of
Chinese temples. About one-third of China's first
batch of Chinese national parks are Buddhist
temples and are located in famous mountains. The
aesthetics of the temple's landscape is based on the
mysterious and hidden thoughts, forming the layout
features of the mountain temple garden. In the article
"Shaping the Artistic Conception of Chinese
Buddhist Temple Space", Guan Xin believes that
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China's "Feng Shui" theory has profoundly affected
the layout of temple buildings. The location of the
temple is chosen to be in a south-facing position
with good ventilation and lighting, and it contains
auspicious meaning. The same regulation and level
also affect the layout. As early as in the Han
Dynasty of China, the Chinese translation of the
"Dharmagupta-vinaya"
and
the
ten-law
"Sarvāstivāda-vinaya" stipulated the temple-centered
layout. Affected by traditional Chinese rituals, the
building stands at the highest level of the temple the Daxiong Hall is facing the south, while the other
ancillary buildings such as the Shanmen, the Bell
and Drum Tower, and the Heavenly King Hall are
slightly oriented in the south. The multi-cultural
integration brings about the central axis layout of the
Buddhist temple under the influence of
Confucianism and the free random layout under the
influence of Taoism.
The Chinese temple environment is divided into
four areas: Pilgrimage Space: Secular to the sacred
area, including the incense, the mountain gate, the
Zhaobi, the Heavenly King Hall, etc.
Sacred Space: The closed and static area formed
by the sacred atmosphere of Buddhism, including
the Daxiong Hall, the East-West Hall, the Temple,
the Ring, the Tibetan Classic, the Tower, etc.
Service space: including mortuary, pilgrim,
tourist accommodation, meals, warehousing, etc.
Public activities space: Garden and areas of
activity.

Figure (4) : Rebuilding Temple Layout functional division

From the Dunhuang murals of the world
intangible cultural heritage, we can see that the
ancient architecture of the Buddhist temple in China
during the Tang and Song Dynasties attached
importance to practicality. There was no excessive
decoration. The central axis layout centered on the
Buddhist temple, the courtyard layout, and the tower
was on one side. After the Song Dynasty, the temple
gradually formed a system of Samghrma seven-story

, and the gardens inhabited by the public. There are
seven kinds of buildings that become the inherent
standards of Chinese Buddhist temple buildings:
Mountain gate, Buddhist hall, Family hall for
worshipping Buddha, Abbot, Monk's house,
Bathroom, Toilet. During the Ming and Qing
Dynasties, there was no change in the general plane.
It gradually evolved into seven halls, such as
Mountain gate, Heaven Palace, Mahavira Hall, Back
hall, Family hall for worshipping Buddha, Arhat
Hall, Guanyin hall, etc., emphasizing the central
position of the main hall, the central axis is
symmetrical, the temple attaches importance to
decoration, and has rich colors. Variety. The Tang
Dynasty style and the Qing Dynasty style have
become two important era styles of the traditional
Chinese architecture, and have become the cultural
characteristics of the symbols defining the times.
These typical Confucian buildings, such as the
screen wall, the decorated archway and the Stele
Pavilion, show a high degree of cultural integration
in the Buddhist temple. Buildings such as the tower,
depositarry of Buddhist texts and the Buddhist stone
pillar, although they were the products of primitive
Indian Buddhism, were gradually being Chinese
influence in the sedimentation of Chinese culture,
and they were far from the origin and function. The
plaque is a direct expression of Chinese culture in
the temple architecture. It conveys the landscape and
expresses the Buddhist Zen. This form is the only
feature of Chinese culture. It is different from other
Buddhist cultures and even cultural landscapes.
Developing it is the focus of design.
The temple environment space broke the closed
single temple view architectural form, and absorbed
the layout features of secular gardens and gardenstyle dwellings, and the transformation of sacred
space into garden space. The temple space is flexibly
treated with the fluctuation of the terrain,
emphasizing the close integration of religious space
and garden space. Chinese temples are similar to
Chinese ink landscape paintings. The buildings are
arranged within one-third of the height of the
mountain, showing a horizontal linear trend, giving
people a viewing space. The visual experience
changes during the walking process. The section is
built on the hill and has one side facing the wide
area. The relationship between the building group
and the environment mainly occurs in the form of a
relatively stable mountain surrounded by temples.
There is a virtual and real change between
architecture and the environment, with the
traditional Chinese implicit aesthetic characteristics,
extremely
rich
and
hidden
meaning.
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Figure (5): Lingxing Gate
Confucianism and Buddhism

is the integration of

The Bodhi tree, the Borneo tree and the sapling
tree are called the Three Gates of Buddhism, which
represent consciousness, life and death and
enlightenment. Master Xu Zhengguo believes that
the lotus in Buddhism is metaphorized by everyone.
Therefore, lotus ponds are generally set up in
temples, and white lotus and red lotus are planted.
The plants of the temple have identification marks
and guide functions. Chinese temples are
distinguished from Japanese temples, and the plants
are not trimmed and blended with nature. Pine and
cypress trees are the base trees of the temple. The
tall evergreen plants surround the space for sound
insulation and good insulation, creating an
atmosphere of Buddhist monastic cultivation. As a
sacred tree of Buddhism, Ginkgo biloba forms a
main tree on both sides of the planted gate.
Magnolia and osmanthus trees are planted in front of
the church or in the atrium. The seeds of the sweetscented osmanthus tree will be planted to attract
people to visit. Bamboo is a symbol of Buddhist
teachings. The hallowness between its festivals is
the embodiment of the Buddhist concept of
"emptiness" and "heartlessness". The Xuanzang
Master of the Tang Dynasty recorded ancient India
in the book "Da Tang Xi Yu Ji". One of the earliest
two temples, Zhulin Jingshe, is commonly used in
Chinese temples as an architectural background.
In order to maintain the daily diet of monks and
pilgrims,temples often set up flowers in the temple
to grow vegetables and fruits. "Luoyang Jialanji" has
repeatedly mentioned the luxuriant scene of planting
fruit trees in monasteries. Temple plants not only
have ornamental value, but also focus on the purpose
of production. Such planting methods are worthy of
continuing in the design of contemporary temples,
bringing a variety of experiences. In the Tang
Dynasty of China, Baizhang Huaihai Zen Master
took the lead in formulating regulations for the
cultivation of monks. The temple economy was
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transformed from being provided for before to selfsufficiency, which guaranteed the prosperity and
development of Buddhism. Until today,in addition to
farming, selling tickets to Buddhist temples has
become an important source of funds for daily
operation of Buddhist temples in China, and the
landscape environment in Buddhist temples has
become an indispensable tourist requirement.

2.2 Symbolic Significance of the
Historical Traces of the Xi Qinglin
Temple in Guilin
Xi Qinglin temple built in the early Tang Dynasty, It
is the most famous temple in Guilin. The Tang
Dynasty scholar Mo Xiufu recorded in the book
"Guilin Fengtu Ji" that a certain year of flood
brought giant wood, the local residents carved the
giant wood into a Buddha statue and built a temple
for worship at the suggestion of the Indian monks.
Wu Zetian, the only female emperor in Chinese
history, in her sleep, the god asked her for cassock,
after she woke up, she ordered someone to make a
cassock and hang it on the city gate, cassock is lost
the next day, finally found cassock on the Locana
Buddha in Xi Qinglin Temple, Guilin. The story of
folklore is confirmed from the side, at the beginning
of the Tang Dynasty, there were already Indian
monks in Guilin, Xi Qinglin Temple is also famous
at this time and has become one of the five largest
Buddhist temples in China. After the change of
history, this temple is gradually ruined, in the
eleventh volume of "Guisheng" written by Zhang
Mingfeng of the Ming Dynasty in China, the temple
has ceased to exist, grotto statues in the Tang
Dynasty is the only remaining relic.
Guilin in the Tang Dynasty, the unprecedented
prosperity of Buddhism，become one of the centers
of Buddhism in southern China, from the style of the
existing Grotto statues, different style from the
Buddhist statues in the Central Plains and Northern
China，scholars believe that this is evidence that
Buddhism was introduced into China from India by
sea. In 750 AD, the Chinese Tang Dynasty eminent
monk: Jian Zhen, after five failed attempts to spread
the Dharma in Japan, spreading Dharma for a year at
Kaiyuan Temple in Guilin, then he traveled to Japan
again, finally succeeded, Kaiyuan Temple has also
been destroyed, leaving only a dagoba, there is no
historical record of Jian Zhen’s activities at Xi
QinglinTemple, but as a temple that was famous at
the time, it can be guessed that such an activity
exists. The writings of Xi Qinglin Temple are
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rarelyrecorded, historical traces are interrupted for a
long time, interview some local experts, they
generally recognize the important position of Xi
Qinglin Temple in the history of Guilin Buddhism,
the cultural symbolism of reconstructing the temple
is much higher than the function of the temple itself.

Figure (6) : Relics of Indian Mathura style Grotto statues

The existing Buddha statues at the site have 98
niches 243 statues, the largest of which is up to 200
cm, the minimum height is only 20~30 cm.
Although most of them are broken, but you can still
see the prosperity of the Buddha’s affairs that year.
Temples and grottoes coexist and are not common in
China, especially in the southern temples of China.
The karst landforms of Guilin undoubtedly make the
sacred place features more unique, the Buddha
statue has Lingnan "small jasper" style, exquisite
appearance, gentle expression and unique local style.
According to field research, the Buddha statue is
mainly small, these statues have the characteristics
of the Tang Dynasty statues: fullness of the face, the
earlobe is large until the shoulder, busty chest and
thin waist, Mild expression. There is a clear
historical record of the “Li Shi” statue at Guanyin
Peak, it is elegant in style, obviously influenced by
the art of mathura from central India. At present,
Buddhism in Guilin does not have advantages in
China, The grotto art ofXi Qinglin Temple will
become an important design reference for
reconstructing Buddhist cultural tourism.

2.3

Chinese Temple Tour and Tourist
Industry in Guilin

Chinese Buddhist temple tourism has strong appeal.
For example, China's four major Buddhist Sacred
mountains, Wutai Mountain, Putuo Mountain, Emei
Mountain and Jiuhua Mountain, attract a large
number of tourists every day. In addition to visiting,

prayer to Buddha, burning incense and wishing are
the most important Buddhism activities. When the
festival comes, people are constantly rushing from
all directions to see the attractiveness of strong
columns.
Since the Tang Dynasty, Chinese Buddhism has
completely gotten rid of the tradition of begging for
food by bowls. "Baizhang Qing Rule" of Huaihai
mook was born, and the economic model of selfsufficiency of monasteries has remained until now.
At present, there are two levels of differentiation in
temple economy. There are many tourists in
economically developed cities and well-known
temples. Tourist companies intervene in Temple
Tourism Management and generally collect tickets.
There are a lot of business activities in temples,
which promotes the commercialization of temples.
In some remote areas, temples are closing down and
tourists are scarce due to financial difficulties.
Because of the low risk and high return of the
development of Buddhist tourism projects, under the
joint promotion of the tourism and Buddhist circles,
there has been a nationwide upsurge in the
construction of Buddhist statues in temples.
Typically, giant Buddhist statues rising in various
places attract a large number of tourists in the temple
space.

Figure (7) : Buddhist temples in China maintain farming
regulations

Guilin, located in the southwest of China, is a
city famous in the world for its karst scenery. It has
more than 80 million tourists every year, and its total
tourism income accounts for 20% of GDP. Guilin's
tourism industry focuses on natural scenery tourism,
ethnic minority tourism and agricultural leisure
experience. Tourist crowds are distributed at all
ages. Holiday tourism is developing into a new
tourism fashion. About 95% of the tourists are
domestic tourists, young tourists and foreign
tourists, mainly from Korea, Singapore, Europe,
America and Japan.
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3

CONCLUSION

China's Buddhist temple a place of multi-cultural
integration. It is the core content to analyze the
connecting characteristics of different cultures in the
process of research. The rebuilding of Xi Qinglin
Temple in Guilin is scarce. The only historical
records come from the Tang Dynasty. The peak
period of Chinese Buddhist temples was in the Tang
Dynasty, which brought design reference for the
rebuilding of temple projects. From the historical
evolution of Buddhist temples in China, Tang
Dynasty to Song Dynasty is an important research
timeline. Buddhist temples in this period established
the typical image of Chinese Buddhist temples. The
artistic style is different from the later dynasties. In
Tang Dynasty, whether it is architecture, sculpture
or mural, it shows simple style, repetition and
momentum. Based on this, the rebuilding artistic
style are positioned in the style of Tang Dynasty in
China.
Although Mahayana Buddhism differs greatly
from Theravada Buddhism and Tibetan Buddhism,
many hidden meanings will be found in the study of
the origin of Buddhism. These contents will be an
important reference for research and design. To
discover the cultural significance from the origin and
to reproduce and rebuild it is the goal of research at
present. The excessive commercialization of
Chinese Buddhism has been accused of losing faith
and questioning the sacredness of Buddhism. In the
1920s, based on the decline of Chinese Buddhism,
Taixu a Buddhist modernist put forward the new
philosophy view of "Humanistic Buddhism", a
movement to promote the modernization of
Buddhism, so that Buddhism can be closer to the
needs of society and people and care for the public.
From the philosophical point of view of Buddhism,
the design of a temple is not only to provide a place
for prayer to Buddha, but also to provide space to
adapt to the times as a design concept, so that
everywhere can feel the Buddha's teachings,
activities to meet the needs of people. Guilin is
famous for its scenic tours, and sightseeing and
vacation are the current forms of tourism. The
rebuilding of Xi Qinglin Temple is a supplement to
the form of Guilin's tourism industry. At the same
time, relying on the long-term accumulated tourism
foundation, it is of great significance to the spread of
Buddhism.
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Abstract:

In the Design Industry, there are some important elements which has an attractiveness, word is one of that.
Being designer has a wide range of competitors and that’s why to stand out it needs something different that
the product will attract the attention of the customers. Nowadays, hand lettering is commonly use in the
Design Industry. Hand lettering is the art of drawing letters when a word or phrase is being an aesthetic
artwork. Hand lettering has its own characteristic that cannot be copied by others because it’s customizable,
it can be created expressively. Otherwise people will always appreciate things that manually made. Also,
decorative of the letters can give the feeling of pleasure and impression too. Hand lettering is full of
knowledge, and talent. Moreover, hand lettering can suit the image of the brand that represents the personality
of the company. This study use qualitative methods using descriptive analysis with direct observation method
strategies, the data collection through an interview with designer and customers, observation and focus group
discussion. The result of this study is lettering give a unique characteristic design but not be the only one
factor that can increase public interest, it is also supported by design trends which always rotate in every
generation. Hand lettering is an effective way to design unique, aesthetic and for recognizable brand to build
strong brand identity.

1

INTRODUCTION

The development of communication between humans
is inseparable from writing. In 3100 BC, before the
discovery of letters, the Egyptians were pioneers who
used the language of images or called pictographs.
They use it as a communication tool for civilization
in the past. The emergence of written language shows
that there is a journey of human civilization in order
to achieve a perfect life in terms of communication.
Communication that is easily understood and has
been agreed upon by humans themselves By going
through various processes and new discoveries,
letters start from black letter, digital letters to the
emergence of the art of drawing letters or called handlettering. Briefly, hand lettering is the art of drawing
letters, modifying the shape of the letters according to
creativity, without changing the basics. Apart from
the final results that can be digitized, hand lettering is
a hand-made manual work. Today, the use of hand
lettering is a trend in the world of design or industry.
Evidenced by the many products such as shirts, hats,
notebooks and other industrial material apply hand
lettering on the surface. Even, in the interior of the
cafe, there are many hand lettering that apply as the

decoration. The hand letterers have succeeded in
making clients interested in their hand lettering
works. In terms of visuals, the shapes are mixed, the
thickness of letters ranging from thin to thick, font
sizes ranging from short to high, letter-writing
patterns with appropriate compositions, good layout
proportions, are considered in the manufacturing
process to become a final hand lettering works.
The industrial revolution that took place in 1760 to
1840 in England had a strong impact on social and
economic life. The discovery of the steam engine by
James Watt in 1780 encouraged the creation of
increasingly rapid and dynamic industrial
movements. The increasing population growth of
urban society coupled with the increasing purchasing
power of the community is a source of inspiration and
stimulant in every effort to improve the quality of
technology. Graphic design plays an important role in
the marketing activities of products produced by
various factories and industries. the execution of
images or signs is transformed into more abstract
visual forms.
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2
2.1

DISCUSSION
The Definition of Design Industry

Design generally refers to the results of study,
thought, creation and creativity, as well as execution
of problem solving related to unitary functions and
aesthetics. Innovation through design work are a
marker of an era that grows into an expression of
lifestyle, representation of social classes in society,
and take part as a solution to a variety of problems
related to efforts to improve the quality of human life.
Design is a field of skills and knowledge derived
from human experience that involves an attitude of
appreciation and in terms of environmental
adaptation on the basis of spiritual needs, meanings,
values and objectives of a man-made object. Then the
definition of Industry itself is an activity of
processing raw materials that are modified or
processed in such a way and can be mass produced by
adding certain values in the form of aesthetic values
and function values intended to increase profits.
So, the definition of Design Industry itself is a
field of skills that originates from human experience
by involving an attitude of appreciation and having a
specific goal that is manifested in a modified raw
material processing and can be mass produced in 2dimensional or 3-dimensional forms with aesthetic
values and function values to increase profits.

2.2

The Definition of Hand Lettering

Hand lettering is the art of drawing letters where the
shape can be customized so that it contains its own
aesthetics. Hand lettering can be incorporate in a wide
range of design , creating strong visual effects that
full of knowledge and talents. Hand lettering is
usually made using a pencil, pen brush or paint. The
kind of fonts that used in hand lettering such us serif,
sanserif, script, and decorative. Serif is one of the font
styles with small lines that stick to the end of each
stroke. serif is an approved font and is often referred
to as roman typeface. This typeface exudes traditional
and classic nuances. san serif is a font style with no
small lines attached at the end of each stroke. The
script is a font style that comes from scratches that
flow and are often created from handwriting.
decorative is a letter form that was previously
designed in a particular aesthetic so that it makes it
look deliberately decorated to look beautiful. There
are also hand letters that are digitized so that they
become a font. The application of hand lettering can
be applied in various kinds of media, ranging from
paper, wood or photographs through digital
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processes. In fact, many use it as a brand logo because
it can be more adaptive to the product character of a
brand. Hand lettering have some factor that
important, is that readability, composition, and color.
Although hand lettering can be done in the form of
handwriting or digital media, in essence hand
lettering is a handwritten work.

2.3

The Essence of Hand Lettering in
The Design Industry

Essence comes from the Latin language Essentia, esse
which means 'exist'. Essence is the most important
aspect or element contained in an object. Essence can
be interpreted as a characteristic, which is the core
that must be possessed by an object.
Letters have the potential to explain the
atmosphere implied in a verbal communication
poured through visual abstraction. Basically letters
have energy that can activate eye movements. This
energy can be utilized positively if in its use it is
always considered aesthetic rules, the convenience of
its readability and the interaction of letters to space
and the visual elements around it.
The letter holds an important role in
communication. The use of custom letter styles or
hand lettering has proven to hold high points both in
the world of design to the world of industry. Viewed
from the shape, hand lettering has a distinctive
aesthetic that describes the character of the brand
owner. From the visual side, hand lettering has eyecatching properties. The form that can be more
customized is the right alternative to show the identity
of a brand. Even in industrial products, the
application of hand lettering to mugs, lunch boxes and
bottled drinks is the main attraction for consumers.
Supported by human desires and lifestyles that
constantly increasing.
From the surveys that have been conducted, the
data obtained are as follows: Data samples were
obtained from surveys and interviews. Which do you
prefer? Hand lettering or Font Computer?

From our survey, 96% of respondents prefer hand
lettering. They assume that hand lettering has
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aesthetic value because the manufacturing process is
manual and mostly with taste so that it can express the
expression using hand lettering. Hand Lettering is
considered to have its own aesthetic side because it
uses hand so that it can bring up ideas and
characteristics from the maker. Hand lettering is also
able to create unlimited creativity so that it can
express all ideas and be created in any form and can
be easily modified. The strokes made by each person
will be different, that's what makes hand lettering not
easy to imitate so that it has its own aesthetic value.
When used in the world of Design Industry, which do
you prefer?

As many as 70% of respondents considered that hand
lettering for industry was considered capable to
displaying something new and fresh. In addition, the
visual form of hand lettering has a more natural and
varied aesthetic value. The shape can be explored as
desired, so people can decorate it freely with many
choices. The decorative of the hand lettering can give
the feeling of pleasure and impression. Meanwhile,
29.2% of respondents chose computer fonts because
they were considered more instant and minimalist
shape.
When used in graphic design, which do you prefer?

As many as 76.9% of the respondents we took from
ordinary people chose hand lettering to be used in
graphic design because hand lettering was considered
more flexible and could be applied to all media.
Although hand lettering has different characteristics
from each hand, but hand lettering is considered more
flexible to adjust the message to be conveyed through
the stroke of the hand. As many as 23.1% of
respondents who chose computer fonts considered
that computer fonts were neat and symmetrical when

applied in the graphics world. When applied in a logo,
computer fonts can be easily remembered and are
suitable for simple design principles in order to
convey messages more effectively. Visually, hand
lettering is adaptive and eye-catching. Do you agree
with the statement?

As many as 89.2% of respondents agreed that hand
lettering is adaptive because the shape can adjust to
what is desired. It’s Eye-catching, because it is seen
from a unique and varied visual form. While the rest,
assume that hand lettering is not always an option,
because it also adapts to the context. For example, in
the application of logotype agencies they prioritize
formal fonts rather than hand lettering.

3

CONCLUSION

The conclusion that can be obtained is that hand
lettering has its own aesthetic value in a design.
Everyone has different tastes in choosing letters.
Some people assume that hand lettering is eye
catching, attractive, beautiful and expressive. While
others prefer font computer because it is simple and
formal. .In the Industrial World, hand lettering has
advantages because it is more flexible and can be
applied to all media. Even though hand lettering has
different characteristics from each maker, but hand
lettering is considered flexible to adjust the message
that want to convey through the hand scratches. In
addition, hand lettering is not easy to imitate so that it
can maintain its independence. This is one of the
important factors to survive in an industry that has
many competitors.
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Abstract:

In this paper, we focus our attention to dance literacy as demonstrated by the dancers of Sholawatan Emprak
in Mbangkel Yogyakarta; how the transfer of knowledge about Emprak dance took place and how the dancers
practiced the knowledge into dancing. Their articulation as well as the observation upon the trainings in
October – December 2018 would be the utmost significant ethnographic data of this article in order to extend
the pathways of their bodily experiences. Field notes and documentation were also collected during this
research. As observed, no one took either a formal study in dance or any private dance courses. They acquired
the dance understanding via oral transmission from the leading dancer whom is a 77-year old man whilst the
bodily practices were produced from how they imitated the leader. Furthermore, the aesthetic qualities were
not so much into their consideration due to undemanding attitude upon a stage performance. Nevertheless,
these villagers managed to do regular practices and showcase their ability in doing Emprak dance including
in the Yogyakarta Provincial Office of Cultural Affairs. As they stayed unique in their ways learning Emprak
dance, they acknowledged themselves that they were dancers. Such phenomenon has, we believe, contributed
to the world of dance that dance literacy could be achieved outside the formality as in schools.

1

INTRODUCTION

Dance is multifaceted practice which acquires not
only knowledge but also kinesthetic efforts. One has
to understand what is being exercised and how to
demonstrate it. In addition to that, knowing the dance
and then putting it into actions have somewhat taken
a process of understanding as well as brought impacts
towards the practitioners either individually or
socially. Thus, this article seeks to dismantle the
literacy that works upon Sholawatan Emprak dancers,
not to try to compare that taking dance courses
formally in higher education is much better than the
autodidact methods as what the Emprak dancers may
undertake. Rather, our observation would provide
information the ways they receive dance material
with its complexity and exhibit their ability. Data
collection was conducted in October – December
2018 in forms of direct observing to Sholawatan
Emprak rehearsal in Mbangkel Klenggotan,
structured interviews with three primary informants
and on-site conversations with dance members during
rehearsal.
Our article starts with scholarly discussion to
frame literacy in dance and how it develops from
conventional understanding of literacy. It then

follows to the historical part of Sholawatan Emprak
community as the main locus of this research.
Empirical features of the Emprak practices will be
elaborated in the next part in which knowledge, skill,
attitude and value as significant elements upon the
engagement of Emprak dancers with dance literacy.

2

SHOLAWATAN EMPRAK IN
MBANGKEL, KLENGGOTAN

His name is Adi Winarto, but most people in the
neighborhood call him Mbah Adi due his elderly
figure of a 77 year-old senior. Mbah Adi shares the
history of how the Islamic art community of
Sholawatan Emprak was formed (personal
communication, 21 October 2018). It was he and
Mbah Mitro Hardjono who was his relative who went
hand-in-hand upon the request of KH Jadul Maula,
the leader of Pondok Pesantren (Islamic cultural
school) Kali Opak Klenggotan, to revive Sholawatan
Emprak. This Kali Opak Emprak group then made
their first performance in Chinese Lunar Festival in
2011-2012 after 15 years being non active. Jadul
Maula himself, since then, committed to
accommodate the Emprak’s regular practice and seek
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for places to stage the Emprak either in Yogyakarta
or out of town.
Besides holding a membership of Sholawatan
Emprak Kali Opak, Mbah Adi also revived the
Sholawatan Emprak in Mbangkel Village in October
2017. It is situated just less than a kilometer from Kali
Opak Emprak group location to the north. This
Mbangkel troop consists of men and women, elders
and young children unlike the other Emprak group
whose active members are men coming from different
villages. They rehearse once in two weeks every
wednesday night at 8 – 10.30 PM. It was said that
until December 2018, they have demonstrated at least
ten performances including in the Yogyakarta
Provincial Office of Cultural Affairs. Promoted as a
cultural asset, this community has received fund from
the Office to run the group. In return, the group has to
consistently rehearse that it should make a report in
forms of rehearsal attendance papers.
Sholawatan Emprak is an Islam-influenced art
work that displays Islamic symbolism through its
artistic
elements
and
religious messages.
Accompanied by a musical ensemble with a
combination of Javanese and Middle Eastern
instruments, the group performs dance, vocal,
singing, narrative reading within Javanese melodious
rhythm. The language articulated in the singing as
well as the narratives covers Javanese and Arabic.
The original term sholawat means the practice of
delivering prayers to worship the Muslim’s God
Allah SWT and praise the Prophet Muhammad.
Artistic attributes are added to this religious practice
and further develops into sholawatan art practice
whose lyrics also describe stories of the Prophet’s
birth and His attempts to stand for Islam. When the
Sholawatan Emprak first appeared remains
mysterious. No one could give the exact date or year,
only assumptions are left open. The Emprak members
note that it has been inherited since hundred years
ago. But, a more scientific investigation comes into
view from Jadul Maula as he traced several
sholawatan groups in and outside Yogyakarta. He
assumes it emerged possibly dating back to the era of
Demak, the Muslim Kingdom (1475–1554) and
widely developed in the era of Sultan Agung of
Mataram Muslim Kingdom (1613–1645).
There is no single exact definition of the meaning
of Emprak. Jadul Maula presumably mentions two
meanings; (1) comes from the word nglemprak in
Javanese language which means to sit cross-legged,
and, (2) from Sundanese language that means
clapping the hands. However, the word Emprak
specifically refers to the dance, neither music nor
song. Before, the dancers only sat cross-legged and

160

moved the body to the right and left following the
rhythm or ngleyek. They stood up almost at the end
part when the leader in louder voice uttered in
question, “Ayo diemprakke!”, literally means “Shall
we make it emprak” (personal communication, 6 June
2018). Today, within the dance practices, more body
motions are found. Of course this would not have
happened without the intervention of individuals who
possessed knowledge in dance.
The Emprak Mbangkel embraces thirty members
in their active participation. Varying in occupations,
mostly they work in private sectors. This becomes a
reason why the trainings are organized at night, begun
around 8 PM and ended at 11 PM, as below stated by
Bibit, the group leader (communication, 29
November 2018)
Interviewer: The training is never done during
day time, is it?
Bibit: No. Most of us are workers in private sectors
so we work until late afternoon. It’s only
night time to be able to rehearse.
Interviewer: What kind of professions do most
members have?
Bibit: Nobody serves as civil servants. Everyone is
from lower economical class. They are
farmers, factory labors, construction
workers and grass finders.
Sayekti, a female dancer of Emprak adds among
all there are eight women whom are housewives and
two young elementary school girls (communication,
29 November 2018). Bibit also mentions among the
members there are new residents, those who were not
raised in Mbangkel village, but moved in and joined
Emprak group due to a reason of continuing their past
art connection to hadroh, an Islamic musical
ensemble also in form of sholawatan to fulfill the
thirst of doing Islamic art.

3

DANCE LITERACY IN
SHOLAWATAN EMPRAK: HOW
DOES IT WORK?

Dance involves art creation and experience. Dance
also reinforces the very individual expression and
characteristic. Georgina Barton (2014) suggests that
individuals are said to be literate in arts is when they
have perceptive as well as self awareness in the
discourse of arts. This embraces the ideas of factors
that contribute to the art making, means and media to
perform with, the techniques in demonstrating arts,
and responsiveness towards cultural and social praxis
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that surround the working arts. As mentioned in the
beginning dance requires not only body parts that
move or mechanical dexterity, but also knowledge
that is informed either from one who transfers the
information or through independent learning to
support the dance ability. Further, meaning making
upon the dance will be produced to make a sense of
why doing the dance. Here, the so-called literacy or
being literate that conventionally demonstrates
speaking, reading, writing, and listening has broadly
developed. A medium with its elements is utilized to
produce or exhibit a practice. This medium
encompasses specific significances in which prior
understanding towards the medium itself may also
mean that one is literate either on the medium or on
practice being presented (Kassing, 2014). In terms of
dance, dance is a medium that has explanatory
findings on its meanings, functions, structure, and
messages. Additionally, the practice of doing the
dance extends the elements of physical roles,
methods, techniques, and supporting components.
Thus, the experience gives sensation towards the
practitioners in which from the experience they are
motivated to learn even more, evaluate the results,
and encouraged to be creative.
The presentation of dance embraces a variety of
complex elements which form a dance and the dance
for stage performance. Not only the body movement,
one has to understand choreography, music, theatre or
drama, story, and terms found in dance. Dance is to
be exercised, performed and watched. Thus, an
audience becomes vital in receiving the messages
informed by the dance. In order to understand the
dance-related variables, the methods vary depending
on how one would want to achieve. The art education
may be taken in formal schools, private dance
courses, dance learning communities, and autodidact
with the use of technology as medium to display and
the practitioner will follow and imitate. Yet, watching
dances from one stage to another stage can also be a
method as direct observation gives audio visual
presentation that could inspire besides making open
communication with artists for idea exchanges.
However, the dance learning done by Emprak
members is unique. No member takes formal dance
school. The oral tradition of transmitting and
receiving the knowledge is the learning ways.
Following and imitating are also modes of learning
the dance movement. In other words, information
based on individual’s experiences is historically
passed down and circulated. Accordingly what one
has retrieved is what to share. As the dancers
consume the materials form the instructor, they reproduce the materials and interpret them on

individual basis. This means, the actual presentation
of each dancer can be different from other dancers.
Besides their background as well as dance
knowledge, this section will discuss the learning of
Sholawatan Emprak upon the dancers covering
knowledge, skill, attitude and value.

3.1

Knowledge

Earlier we have mentioned that oral tradition became
the very method of transferring the knowledge
product of Sholawatan Emprak. Mbah Adi shares to
the members on the historical account of Emprak
even though he forgets some details concerning time
of events and the depicted stories. He received
information orally from the elders or sesepuh who
raised the Emprak group. Widely known in 1945,
Emprak already existed before he was born in 1941.
At the age of 24, he learned Emprak from the sesepuh
after 1965. He claims that the passing of the sesepuh
did not cut the ties of Emprak continuation because
he represented the young generation in that time.
Thus, anytime needed there are at least two persons
who could be living sources, he and Mbah Mitra
Hardjono although the latter was considered sesepuh.
Hence, what he has shared is able as much as
necessary to give understanding upon the members
about what Sholawatan Emprak is.
With Mbah Mitro Hardjono (passed away in
2018), Mbah Adi gave trainings of Sholawatan
Emprak covering music, vocal, singing, narrative,
and dancing. He references the foundation of
Sholawatan Emprak to a manuscript namely Buku
Emprak or the Book of Emprak. It is expressed in
Javanese Arabic or Arab gundul containing Javanesemeaning narration but written in Arabic script without
specific signs of vowels in the written script. Mbah
Adi continued, a sesepuh brought the Buku Emprak
to Pondok Pesantren Kali Opak, because that sesepuh
could not read the Arab gundul. In fact, the book was
not the original version, but re-written version. Below
figures are also the re-written pieces of the book
comprising narratives and song lyrics. Mbah Adi then
asked assistance from a santri (student) from East
Java who resides in Mbangkel to transliterate the
writings. He re-wrote the Arabic writings word-byword and gave the literal meaning in Javanese below
the Arabic words as seen in figures 1 and 2.
Figure 1 illustrates rawen, the recited narratives,
which inform the stories of the Prophet while figure 2
presents a song. The red color indicates two
significances; (1) emphasizing on important
messages, and, (2) songs, given thick lines above and
below the lyrics or within tables. Not long after the

161

ICONARTIES 2019 - 1st International Conference on Interdisciplinary Arts and Humanities

transliterated version was done, Mbah Adi used it to
teach Sholawatan Emprak to Mbangkel people. And
the source book was then given to Pak Ngadilan, also
from Mbangkel, for safekeeping purpose.

Figure 2: The first song of Ya Sayyid (Adi Winarto’s
document).

Figure 1: Opening remarks of rawen (Adi Winarto’s
document).

The presence of the Buku Emprak indicates the
real existence of Sholawatan Emprak as well as
expresses more appropriateness towards this Islamic
art work including those who perform it.
Furthermore, it generates the cultural movement of
Mbangkel villagers in presenting the Muslim cultural
practice notifying that the works of Islam and the
works of aesthetics can get along in the ways the
Mbangkel Muslims experience the living tradition.
Serving as evidence, this book is available for those
who wish to learn about Sholawatan Emprak and
stimulates individuals to finally join the group.
Sayekti read several parts of the book and became
aware of the very existence of Emprak as she stated
(communication, 29 November 2019),
Interviewer: Did you read it all?
Sayekti: No, just some parts. I felt more confident that
I knew Emprak was really Islamic.
Interviewer: How does it affect you?
Sayekti: I felt more Islamic and Muslim. I thought it
was only a made-up practice. Interviewer: Did
you think that way?
Sayekti: Yes, I did. After reading the book I thought,
“Oh this is real.” Before, I was thinking that
Emprak was nothing.
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The complete contents in the book encompass not
only the narrated narratives of the Prophet’s life
stories, but also song lyrics. Nevertheless, most
members do not read the entire contents, only song
lyrics that are compiled, copied and shared to
musicians and singers. It is the dalang or puppeteer
who reads the narratives during trainings and
performances. This makes the understanding upon the
whole writings less thorough, just small pieces.
Conversely, Bibit the dalang, admits that he spent two
months to read and learn the book contents. He also
took out the narratives and re-wrote them orderly. By
doing it, he does not need to bring the thick book, but
instead some sheets of papers. Indeed, some
narratives are successfully memorized so he is not
bothered with papers.

Figure 3: Emprak Selayang Pandang (Bibit’s document).

Since all remarks are written and pronounced in
Javanese and Arabic, there are concerns in
understanding Sholawatan Emprak. It is therefore
Jadul Maula made a narration in Indonesian language
containing a brief explanation about what Sholawatan
Emprak is upon the request of Bibit. Bibit perceives
it as an academic narration namely Emprak Selayang
Pandang (Emprak at a Glance) (see figure 3) in
anticipation of academic questions about Sholawatan
Emprak (communication, 29 November 2018).
Different from the musicians, the Emprak dancers
do not need to read because they have different
practice. But this does not mean they do not posses
any knowledge. If the dance is read as a physical text,
then the dancers do the movements by reading the

movements shown by the leader who sits in front, and
imitate. They follow the bodily movements and
gradually memorize them. Mbah Adi uses
codification in teaching and transmitting the moves
through songs. There are seven songs added with long
narratives or rawen before each song for a full night
Sholawatan Emprak performance. He gives codes of
the very beginning of the songs, one or two words in
the lyrics, to signify the kind of movement, for
examples, Iya sayyid…. , Asum sallam …., Montro
montro…., He Allah kang…, Rohmating yang…,
Alon-alon…, Hei sah kito… But within
contemporary Muslim society, the performance is
condensed into fifteen to thirty minutes. Thus, the
group has to craft a condensed-style by reducing the
songs as well as condensing the narratives. Usually
for one condensed-style performance, the group
presents opening prolog explaining about Sholawatan
Emprak, reciting short narratives, and singing three
songs. For this, the first song which is Iya Sayyid is
compulsory to be performed whilst the other two
songs can be varied. It is because, as articulated by
Mbah Adi, Iya Sayyid song which is started with
Salallahu’allaihi. It contains the story of the Prophet
Muhammad’s birthday and that He would be the last
prophet who would put things in order based on Islam
and give guidance by the end of days
(communication, 29 November 2018).
To some extent, dances generate manifestations of
religious faiths and practices even though at the same
time artistic showcase is also at works (Descutner,
2010) The knowledge obtained from the learning and
Sholawatan Emprak also communicates about what
kind of Islam that exists in Yogyakarta context. Mbah
Adi, Sayekti and Bibit define Islam that they
experience is Islam Jawa or Javanese Islam. And the
Sholawatan Emprak as expressed in mixed
compositions of Javanese elements and Arab
elements are found either in manuscript and art
works. In addition to that, the Emprak members are
aware of the function of this Emprak that is to do
dakwah or disseminating Islamic principles. Besides
glorifying God Allah SWT and praising the Prophet,
the lyrics also encompass the encouragement to
exercise Islamic principles. By having such
knowledge, the members are prepared when being
asked about what actually they are doing.

3.2

Skill

The whereabouts of dance performed in Sholawatan
Emprak is inspired from the movements of wayang
wong of Yogyakarta tradition. Wayang means
puppets and wong means human; it is a
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transformation of leather puppet show in the forms of
dance drama in which real humans play the puppet
characters. It was Mbah Mitro who had introduced the
wayang wong featured-body moves to the group. As
said previously the dancers only sat cross-legged and
did ngleyek move and exhibited monotonous
presentations. In order to give more dynamic dance
demonstration, Mbah Mitro transmitted several dance
movements to add the artistic qualities of Emprak.
Why wayang wong? Mbah Adi shared that Mbah
Mitro was once a wayang wong lover and often
watched the trainings in Taman Siswa School
Complex, Yogyakarta. From his intensive observing,
he was capable to grasp the wayang stories of
Mahabharata epic, recognize the diverse characters
and understand the different movements among
characters both strong and refined ones. Also, he
listened and learned the musical elements for
describing the characters.
As wayang wong is categorized as classical piece,
dance movements demonstrated are given terms and
meanings, stylized and distilled within manipulative
bodily motion (Soedarsono & Narawati: 2014).
However, in Emprak, the mastering of terms and
correct techniques are not so much applied due to the
absence of formal learning. This includes the
deficiency of female-male-dance-motion knowledge.
All dance moves that Mbah Adi teaches are
demonstrating male characters. Not a single move
signifies female movement. Most characterizations
he mentions and exemplifies are male figures such as
Pandawa the five brothers of Mahabharata epic,
strong characters in general and the clowns of
Punokawan. The Pandawas are considered refined
characters; this requires lentreh movement while the
strong characters are given the moves brasak-brasak.
What makes them different is the level of lifting the
arms and the dynamic of torso moves. Refined
elements need lower arm lift than the strong ones;
higher in level or parallel with the shoulder.
Lumaksana or the walk is also for male character.
Thus, the female dancers have to follow all these male
motion. More importantly, they do not mind but enjoy
following and imitating the moves as long as they
could see what the front dancers do in moving. And
all the dancers have to pay attention to the sitting
arrangements that they see themselves how much
they are able to memorize the moves. For a dancer
whom is considered dancing better than the others
techniquely speaking, will take front position, behind
Mbah Adi.
In the rehearsal we attended (19 December 2018),
there were twenty four people in attendance; one
person recited the narratives, five male members
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played instruments, seven men and one woman joined
the singing group, three men and seven women
danced. Mbah Adi came late so that one female
dancer took the lead and sat in front, while the others
followed her. When Mbah Adi came, automatically
they re-set their positions and gave the front area to
Mbah Adi. The uniformity of the dance moves
however cannot be maintained in terms of the
techniques due to the differences upon individuals’
interpretation. Of course Mbah Adi comes forward as
the dance leader, taking the very front position so that
the rest of the dancers could follow and imitate his
moves. And he himself depends on how much he
could remember the structure of the moves, for an
instance, how high one can lift the arm for a move or
how low one extends the arm for certain song. Mbah
Adi recognizes the song orders and listened primarily
to kendang or drum to produce the next moves.
However, during the dance, sometimes he feels that
he is not in the position to give signs to the drummer
when he finds mistakes in the drum sounds and beats.
He has a long experience of playing drums in which
through his ability he could observe the faults or offbeats the drummer makes.
That nobody ever took any dance courses or
studied dance in schools is one factor found in
common among the Emprak members. In fact,
dancing or moving the body does require integrated
moves of all parts of the body, from head to toes
externally and internally. A dancer in her sitting pose
cross-legged without making arm moves may not
seem doing dance, but the pose itself is the dance
move as it is supported with the torso held upright,
legs and arms in certain position though not moving,
internal muscles tightened, and message or idea
contained within. Thus, the Emprak members learn
how to sit, move arms and legs, move head and
shoulder, shift the torso and use the shawl as a dance
property. Further, they have to learn when to begin
and finish whilst listening to the music.
Mbah Adi and Bibit care less about the perfection
of the moves that should be demonstrated. Instead,
what they emphasize is that the dancers are able to
follow the leader and maintain the uniformity of
moving by looking at other dancers sitting in front or
right side and left side. For female dancers, they do
not sit cross-legged, but sit simpuh, both legs are bent
in for both thighs bear the body weight like pads. It is
not because of the tight sarong the female dancers
wear, rather, it is because of cultural appropriateness
and politeness upon Javanese women. This shows
how much gap is created between seeing and doing.
See the moves being demonstrated and follow but the
mechanical practice show the distinctive results.
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Nonetheless, such diverse understandings as well as
demonstrations give no halt in continuing the dance
because rigid evaluation is not undertaken. Instead,
active social participation in this Sholawatan Emprak
community that works most among them.

3.3

Attitude

Attitude does matter in literacy particularly it
contributes to shape individuals how they position in
the environment and how they attempt in making
social participation. Why is it important? It is because
of the collective goals that need to be achieved may
overlapped with their personal aims. That some
Mbangkel villagers join Sholawatan Emprak group
means they enter a zone with certain motivation and
conditions. Not to forget to mention that they also
attain a new identity as an Emprak member.
Holding a membership of Emprak and performing
a cultural practice with aesthetic attributes give
impacts that are able to cause changes. Based on field
observation and some conversations with the
members, some points of attitude have featured from
the group’s qualities. (1) Having determination;
Mbah Adi, Sayekti, and Bibit are in agreement that
having determination is understood that once one
makes a decision then s/he will be responsible of
committing the consequences. Preserving Emprak
culture, actively attending the rehearsals, willing to
perform and maintaining the communal social
interaction are of this attitude element. (2) Willing to
be in unstable lifestyle; this means extra time, energy
even monetary collection possibly contributed to the
group outside personal and family affairs. (3)
Keeping self control and self confidence at trainings
and performances; it is a group work so everyone will
work together for the success of the performance. (4)
Regarding other musicians, singers and dancers as
friends; it is vital to befriend with all members not
considering them as competitors. (5) Having the
integrity to be happy; the happy feeling will affect the
harmonious as well as collaborative works among
members. (6) Dealing with pain caused while
performing; this relates with the utilization of the
body parts in doing dance that may hurt such as sitting
for quite some time that causes fallen legs, torso
should be kept upright, and dealing with sharp pins as
costume elements for female dancers.

3.4

Values

Values in literacy that this article discusses refer to
the importances of being part of Sholawatan Emprak
community. First to be mentioned is that the members

become consciously aware about this religious art
work; the forms of the art practice and how it
functions in the contexts of Muslim religiosity and
Javanese culture preservation. Developing Ann Dils’s
(2007) statements over values in dance literacy, it
relates to: (1) individual physical practices; the
practitioners have to obey the disciplinary body
conducts when dancing. Moving the head and neck,
arms, legs, and the body torso at the same time needs
multifaceted coordination among those body parts.
Also, the complex movements of each section or song
are not merely daily practices, but, those become
extraordinary yet challenging in doing due to the
regulated body motion. Moreover, the dance moves
are not classified by gender, but both female and male
dancers do the same moves even though the moves
can be categorized as male motion except for sitting
positions; (2) creativity; the dance stimulates creative
ideas as aesthetic elements are not static in nature.
Instead, it is dynamic that the practitioners have the
chances to develop preferences, for instances making
condensed-style performance, costume features, and
position
arrangements;
(3)
intellectual
accomplishment; this concerns goals that are
successfully achieved and the preparation made to
pursue the goals. Also the exercise of knowledge,
skill, and attitude has generated the results what
literacy has meant; (4) improved problem solving
skills; some Mbangkel villagers gathering in an
organization, this means issue are potential to arise
and they are encouraged to take parts to elucidate.
Bibit was happy to host the rehearsals, but then he
found it problematic that he had to provide logistics
for the members. Today, the rehearsals are carried out
in rotation scheme and the cost for logistics is
collected through arisan system or money circulation
that is contributed by each member before they begin
to rehearse; and (5) societal engagement through
conversations and interaction; the gatherings of
regular trainings or performances have promoted
more ideas to exchange among members in which
such interaction has in due course promoted peopleto-people engagement as well as community
commitment.

4

CONCLUSIONS

To begin this article, we depart from the dance
acquisition that is achieved by the dance members of
Sholawatan Emprak Mbangkel. As a complex
practice, dance complicates elements upon
practitioners in order to present the dance in which
ones have to have both knowledge and skill.

165

ICONARTIES 2019 - 1st International Conference on Interdisciplinary Arts and Humanities

Nevertheless, being in a dance-music community
with Islamic symbolism has encouraged them in
learning the dancing without the provision of either
professional dance instructors or formal study
modality. Thus, the dance literacy is somewhat selftaught as in the dance movement. Of course,
challenges come in their ways one member has
become the lead, but he did not attain any particular
dance courses as well. However, the Sholawatan
Emprak does present an art form that has structure,
choreography, message, idea, theme, and music in
which through the practices they gain experiences.
Accordingly, the dance members achieved what it is
called dance literacy.
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Abstract:

Wayang Kulit, a traditional puppet shaped Indonesian art which has been made since the 8th century is now
recognized by UNESCO as World Master Piece of Oral and Intangible Heritage of Humanity. In the process,
the material of Wayang Kulit like cow and buffalo hides cannot be used up without leaving material waste,
up until now this waste material usually recreated into craft products. Both making process of the main
products and the waste materials use manual techniques, named Tatah Sungging. The experimental method
used in this study is laser cutting test on leather material, coloring test and mix material. The application of
laser cutting technology is intended to increase the processing productivity of waste material. The results of
this study are form style variants (aesthetics) and product quality variants..

1

INTRODUCTION

Wayang Kulit and Tatah Sungging. Wayang kulit has
been acknowledged by UNESCO as Masterpiece of
Oral and Intangible Heritage of Humanity
(Nurgiyantoro, 2011). Wayang kulit recognized as a
masterpiece because it has a high value for human
civilization, full of value, both reflected in the
characters, stories, and various other elements.
Wayang which generally tells the story of the
character of a hero who fights evil figures is favored
from generation to generation and has been embedded
in the minds of the people, showing how puppets have
important meanings and high value in Indonesian
society.
In addition to having an important meaning in
shaping the character of the nation, Wayang,
especially shadow puppets, gives importance to the
development of creative industries based on local
culture. In line with the national creative industry
roadmap, the Wayang Tatah Sungging industry
contributed significantly to exports by 18% according
to the year 2010 Disperindag data. Wayang kulit is a
product of strategic creative industries because it is
based on Indonesian local cultural values (local
cultural heritages of creative industries) that need
attention so that they still exist in this modernization
era (Murtiasri, 2015).

Tatah Sungging is an icon of Central Javanese
crafts that has a number of 70 small and medium
enterprises (SME) that spreads in Sukoharjo,
Wonogiri, Klaten and Magelang. The Sonorejo
Urban Community has the largest number of Tatah
Sungging SME with 20 SMEs who makes Wayang
Kulit and craft products.
The exploration of leftover leather material into
jewelry products is supported by the phenomenon of
the use of materials that are not commonly used as
jewelry. Like contemporary jewelry products made
from cow intestine by Korean-originated Munich –
based artist Eunmi Chun in a jewelry exhibition titled
Flora & Fauna (Ornamentum, 2014). These unusual
jewelry turns out to be an exclusive and limited
edition urban contemporary jewelry.
The expressive character of urban society is
indicated by their style in clothing and the accessories
they wears. The existence of urban jewelry products
can be a medium for visualizing the image and
expression of its users.

2

PROBLEM STATEMENT

Like the case study in Kampung Wayang, Kepuhsari,
Wonogiri - Central Java. There are a total of 78
crafters of wayang kulit in this village which produce
as much as 1 kg leather leftover daily. Hence 78 kg of
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skin left over from production per day is produced by
this village and if projected within 1 month there will
be 2.3 tons of leather material left over from
production. Therefore, the problem can be formulated
as follows. 1) It is necessary to develop the rest of the
wayang leather production material in the form of
exclusive products in the form of jewelery as a
medium of expression for urban society. 2)
Processing of existing puppet skin waste material is
done manually by craftsmen..

3

RESEARCH OBJECTIVE

In the future this research is expected by the authors
to be useful for, 1) As an alternative choice for
fashion products for the people who want to lift the
exclusivity of wayang leather waste products without
losing traditional and historical elements from
wayang kulit. 2) As an alternative method for
utilizing puppet skin waste for wayang waste leather
entrepreneurs in Indonesia. 3) As a form of culture
appreciation and increasing awareness of urban
people about the prestige value of wayang kulit in the
form of media expression that can be used daily.

4

LITERATURE STUDIES

Definition of Rawhide Material. Rawhide or raw
skin is the skin of native animals that have not gone
through the process of tanning or chemical processes.
Similar to parchment, it has a lighter color than the
skin through vegetable tanning. Before used, rawhide
skin is prepared by removing all feathers, meat, fat or
blood on the skin and then stretched and dried (UGM,
2012). The original character of raw leather is hard,
stiff, slightly patterned and translucent. But it can be
flexed through repeated bending and stretching
processes. If necessary, oil coating or lubrication can
be carried out on the surface of the skin to make it
waterproof. Raw leather material commonly used to
make puppets comes from cow skin, buffalo and goat.
Definition of Split Leather Material. Split skin
is the skin of a buffalo or cow that has gone through
a chemical process, then split using a splitter machine
into two or more parts. The split parts are nerf (grain
split), flesh split and middle split. The split skin
process can produce more sheets of skin, making the
price cheaper than raw skin (Susilawati, 1992). Split
skin has two sides, on average has a smooth surface
and on the other hand is more rough due to skin fibers
that are "split forcibly" during the splitting process.
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Split skin has more flexible character than raw skin,
more translucent. This skin is more sensitive to
temperature, easily curved or rolled when exposed to
heat or humidity.
Definition of Jewelry. Jewelry, small jewelry and
goldsmith items, are used as decorative items that are
worn for personal jewelry both body and clothing.
Made of precious materials (precious metals: gold,
silver, platinum, gemstones, ivory) decorated with
various techniques and characterized by artistic
execution. Including indigenous ornaments, primitive
ornaments with colorful stones, horns, bones, and
others. Jewelry has been known in all historical
periods and in all cultures that define the social role
of jewelry along with a number of basic forms.
Initially it was a function of an object, especially that
used to decorate clothes such as pins, buckles and
pins (Clarke, 2010).
Coloring Technique and Leather Finishing.
Basically the wayang coloring technique uses white
wall paint mixed with color pigments and PVAC
glue. While the Gold coloring usually uses gold foil.
Varnish or neutral waterbase topcoat used for
finishing.
Laser Cutting. Laser (Light Amplification by
Stimulated Emission of Radiation) technology that
uses lasers to cut material and is usually applied to
manufacturing industries. Laser cutting works by
directing a high-power laser to cut material and use
the computer to direct it. Industrial laser cutting has
been designed to concentrate a high amount of energy
into a small place. Usually laser cutting rays are
around 0.003-0.006 inches in diameter when using a
laser with a short wavelength. Following are the types
of lasers and their uses, 1) Laser CO2
Used to cut, make boring, and carve. 2) Neodymium
(Nd). Used to make boring, it takes big energy with
low reps. 3) Laser
Neodymium
YttriumAluminum-Garnet (Nd-YAG). Very high power is
used to make boring and engrave.
Here are the capabilities of the laser cutting:
1) Marking. The laser beam damages the surface of
the material so that it leaves a mark in the form of a
scratch according to the pattern image designed.
2) Engraving. Plasma laser light scratches the surface
of the material with different depths so as to produce
carved shapes or images or motifs that match the
pattern images that are designed.
3) Perforating/Punching/Cutting. Plasma laser light is
used to hollow out material with the shape according
to the design pattern that is designed.

Exploration of Wayang Kulit (Indonesian Leather Puppet) Leather Leftover Material for Jewelry

5

RESEARCH METHODS

The method of this research data collection is done
through, 1) Literature Studies, 2) Survey, 3) Deep
Interview, 4) Experiment. The experiments carried
out in this study were using the application of laser
cutting technology, coloring experiments and mix
material.

6

Figure 3. Chemical (Textile) Dyes Coloring

EXPERIMENTS

Laser Cutting Test 1. In this laser cutting author
used the orceLASER FL-1310 machine using 22-25
speed 18 power, with pattern that arranged with
varied distances ranging from 0.1 mm, 0.3 mm, 0.5
mm, 0.7 mm to 1 mm.

Figure 4. Natural Coloring

Mix Material Test. This experiment trials mixing
leather material with silver.

7

RESULT AND DISCUSSION

Result of Laser Cutting Test 1. Following figure is
the result of laser cutting test on rawhide material and
split leather,

Figure 1. Vector Design Pattern for Laser Cutting Test 1

Laser Cutting Test 2. In the next stage, laser
cutting tests were carried out by using the selected
pattern of Tatah Sungging arranged in the form of a
mandala with the following design,

Figure 5. Laser Cut Result (Rawhide)

In Rawhide:

Figure 2. Design Pattern for Laser Cutting Test 2

1) The smallest distance needed for making
appropriate bubukan, ceplik and langgatan pattern
on rawhide is 0.5 mm
2) For the circular shape, the distance between
each circle or radius should be bigger than 1mm

Coloring Test. The coloring test carried out on
this experiment is using a wet staining technique
using chemical and natural dyes.

Figure 6. Laser Cut Result (Split Leather)
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In Split Leather:
1) The smallest distance needed for making
appropriate bubukan and ceplik pattern is 0.3 mm
2) For langgatan pattern there should be at least
0.5 mm distance in each pattern
3) For the circular shape, the distance between
each circle or radius should be at least 1mm
Result of Laser Cutting Test 2. Following figure
is the result of 2nd laser cutting test on rawhide
material and split leather,

Figure 9. Natural Coloring Test Result

Mix Material Test Result. In the mix material
test, author combining leather material with silver is
used. The selection of silver material was assessed
according to the jewelry design concept named
Lunarian. A series of jewelry inspired by the elegance
of the moon. The basic form of jewelry is also a
stylization and simplification of the formation of the
moon phase.

Gambar 7. Hasil Uji 2 Cutting Laser Mandala

Discussion:
1) Cutting laser result with the 1st mandala
pattern turns out that it can be executed in detail
even though it is small in size (25 mm).
2) Although large in size, the 2nd and 3rd pattern
mandala design have weaknesses in the cutting
edge. Proven by the failure of the cut on each
design. There needs to be a wider distance
between the holes so as not to break when finished
cutting.
Coloring Test Result. These are the coloring test
results using chemical dyes (textile dyes), the color
results are vivid bright and easily absorbed by the
both rawhide and split leather material under 1 hour.

Figure 10. Moon Phase Shape Simplification

The following pictures documented the process of
making silver parts in jewelry, the technique is
framing the post laser cut leather leftover material.
The making begins by processing the silver plate into
parts of the frame and then uniting and finishing.
After that, then the skin is inserted and then assembly
the jewelry.

Figure 8. Chemical Coloring Test Result

Whereas for coloring with natural ingredients
(coffee, tea, turmeric, rosella and chocolate) takes
longer than chemical dyes. The new color is seen after
repeated immersion for 2-3 hours, the resulting color
tends to be smooth pastel color. The following are the
results of coloring the skin using natural dyes.
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Figure 11. Jewelry Making Process
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8

CONCLUSIONS

Final Design Product Photography. This Following
figure is the prototype of Lunarian Jewelry, including
sets of earrings, necklace and headpiece.

Wonogiri Central Java for being the study case
location for this research, and supports from Basic
Design Laboratory Departement of Product design
Department Institut Teknologi Sepuluh Nopember
Surabaya.
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The use of laser cutting techniques can be used on
the skin of puppets, but it will produce charred effects
on the surface and edges of the skin. Adjustments
need to be made for each use of the new skin sheet
because of the lack of water content and skin
thickness. Coloring on the skin can be done using wet
coloring techniques (soak) using either chemical dyes
(textile dyes) or natural dyes. Chemical dyes will
produce more striking colors and have a shorter
coloring duration than natural dyes. Processing the
rest of the wayang kulit production into jewelry
products can be done and will further highlight the
character of the skin when compared with
combination materials that have contrasting
characteristics such as metal. Details of metal
processing techniques and methods. Application of
laser cutting technology can support standardization
and productivity.
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Abstract:

This paper offers a new design of electric musical instrument that called Gamelan Listrik. Gamelan Listrik is
designed to be a low-cost instrument that can be used to play Javanese traditional music ensemble. A set of
traditional gamelan instrument is very expensive. This makes only a few elementary schools own gamelan
instrument and causes only a few numbers of students who know the instrument or even able to play it.
Gamelan Listrik is proposed to be the solution of this matter. Using the gamelan Listrik, an elementary school
can develop a gamelan class where the students can learn basic playing of the instrument and gain experiences.
The most important thing is the students will have opportunity to develop their motivation in their early age.
Experiments showed that Gamelan Listrik performed satisfactorily. It has small latency and the sound volume
can be controlled by varying the mallet hitting/striking force to mimic the real gamelan playing. The cost of
gamelan listrik is about 1/10 from the cheapest low quality of real gamelan made of iron, or about 1/100 from
good quality made of bronze.

1

INTRODUCTION

The word gamelan is derived from the word “gamel”
which means to strike or to handle (Sumarsam,
1988). It refers to a music ensemble of Java or Bali
Indonesia that has metallophones at their core
(Johnson, 2008). Gamelan will produce its tone
when it is struck with mallet except the percussion
called kendhang that played by hitting using our
palm or fingers, zither types of instrument, and flute.
Gamelan is a cultural heritage that should be
preserved. Some researchers mentioned that gamelan
is popular in many countries as an ensemble to be
played (Wardhana et al., 2015). Besides, gamelan
music can be used as a good method to reduce labor
pain (Resna et al., 2017) (Ismail, 2011) until
emotional therapy in prison (Mendonça, 2010).
Nonetheless, only a few people especially in Java
who play gamelan and it became less popular among
the young people (Purbayekti, 2011). Young
generations nowadays are rarely knowing this kind
of instruments because they do not easily meet this
kind of instrument whether at school or at their
neighborhood. There are some reasons that make
gamelan is a bit hard to be learnt (Kurniawan and
Syarif, 2013) (Wijaya, 2015) such as: 1) The size of

gamelan is not flexible, 2) Normally gamelan is
played in team, cannot be played individually, 3)
The price of gamelan set is very expensive, 4)
Gamelan needs a special maintenance, and 5)
Gamelan needs a large of space.
There were some researches tried to overcome
this situation. One method is using tablet or smart
phone installed with application that can produce
gamelan instruments sound (Hesananta, 2018)
(Sumirat, 2014). Other projects are using laptop
instead of tablet or smart phone (Kurniawan and
Syarif, 2013) (Wiriadjaja, 2013). Commonly those
researches tried to produce gamelan sound that can
be played from the device interface whether it is
using touchscreen, button from the keyboard, or any
hardware designed to trigger the sound. All the
projects may have resolved the highly cost, size, and
flexibility problem. However, by using the devices
produced from the researches mentioned above, the
player still loses the real sensation in playing
gamelan since they omit the role of the mallet.
Secondly, the previous researches designed a single
instrument for a single player. It means if we want to
play in group, we need to duplicate the whole device.
Consequently, the cost will increase proportionally.
This paper offers a new design of electric gamelan
that may reduce the learning problems mentioned
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above. It still incorporates the mallet striking so the
player gets the real sensation of playing gamelan. The
design is very efficient in size and price as well. When
playing in group, we just need to duplicate the
embedded system and the gamelan input device only.
While the sound engine still relies on a single PC.
When the student wants to practice in solo, the design
supports individual playing or practice with digitally
pre-programed accompaniment. It can be used as an
alternative method to teach gamelan in school with
many benefits that were not easy to do before.

2

Later as the base we use harder material such as
particle board.

GAMELAN DESIGN

This section will explain the overall design of the
system including the mechanic, electronic, and
software design. The main block diagram of the
system is shown in Fig. 1 below. Suppose there are
10 instruments, all those instruments are connected
together through a USB hub. The signals from the hub
are sent to the PC or laptop through a USB port.
Kontakt free player is installed in the PC to receive
all the instrument signals that have been mapped to
several midi channels. The midi signals converted to
audio sound by the Kontakt free player software. The
quality of the sound amplifier and the speaker have a
large influence to the quality of the final gamelan
listrik sound.

Figure 2. Mechanical Design of Saron Listrik

The plates of the metallophones made of rubber
and acrylics. The impact sensor is put in between the
rubber and the acrylics. The upper rubber prevents the
mallet impact noise due to the difference with the real
gamelan where the sound actually produced by the
impact itself.

Figure 3. Prototype example of wilahan and pencon style

Figure 1. Block diagram of the system

2.1

Mechanic Design

The mechanical design actually will not be the same
among different instrument. For example, saron and
bonang are physically different in shape, therefore
the design of the instrument is also different. Saron is
made from several metallophones’ plates. To mimic
the plates, we used hard sponge. Mechanical design
of saron is shown in Fig. 2. The thickness of the first
layer of the sponge is 1.2 mm. After the sensor is
attached, we put 5 mm thick hard sponge to cover it.
The next layer should be soft enough so it will not
deliver the vibration from one plate to the others.

In Gamelan Listrik, impact of the mallet and the
instrument does not generate the gamelan sound
directly. Instead, it will generate impact sound
without tone or noise that actually we do not want to
exist. Therefore, we designed the instrument surface
to be soft enough to absorb the impact, but the player
still able to feel the impact. Fig. 3 shows example of
the gamelan prototype.

2.2

Electronic Design

The sound is triggered by the mallet impact to the
metallophone plate. The impact is detected using
piezoelectric sensor. The sensor converts mechanical
force into electric signal. The electric signal is read
by the microcontroller through an analog to digital
converter (ADC). The signal received by the
microcontroller is analog and proportional to the
amount of forces generated by the impact. Therefore,
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we can use the information to control the volume of
the instrument’s sound. The tone and the volume
information will be sent to the PC as a midi signal.
The schematic of the electronic sensor and its signal
conditioning design is shown in Fig. 4 below.

Figure 4. Electronic schematic of the sensor system

2.3

Software Design

Gamelan ensemble normally is played in group, and
we need a good quality of sound to mimic the real
gamelan sound. To manage such things, midi is the
best choice since it is the only standard in digital
music. The individual instruments of gamelan sound
are sampled. The sound was sampled using Kontakt,
an industry standard sampler from Native Instrument
(Native Instruments, 2019). Kontakt can receive
midi signal from several external midi input directly.
Using midi hub, we can connect several midi devices
that has been programmed to produce different
gamelan instrument sound. The block diagram of the
midi devices arrangement and the PC is shown in
Fig. 5 below

.
Figure 5. Block diagram of midi devices connection to the
PC

3

TESTING METHOD

After the system fully assembled, there were several
tests conducted to check the performance. We need
to know how close the system performance to the
real gamelan in term of the player experience and
playing sensation. Therefore, some parameters
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involved are: latency time, maximum hitting
frequency, and the volume or midi velocity range.
Latency time is measured from the first hit of the
mallet until the particular sound is produced from the
speaker. The struck of the mallet was captured using
piezoelectric sensor and then the signal was sent to
latency test microcontroller. The output from the
speaker was captured using sound sensor and then
passed directly to the latency test microcontroller.
The detected time difference of the two the signals
was measured by the microcontroller and converted
into latency time. Maximum hitting frequency test is
conducted by measuring and logging the maximum
frequency of the mallet strike the metallophone plate
whilst it still produces a true and relevant sound.
While the midi velocity test was conducted by simply
strike the plates in two power variation and plot the
response. The hardware connection for the latency
test, maximum frequency test, and the midi velocity
response test is shown in Fig. 6.

Figure 6. Latency test hardware connection diagram

4

RESULT AND DISCUSSION

The three tests result are shown in Table 1 and Fig. 7
to Fig. 8. The latency time result is shown in Table
1. The table shows that in average the system has
14.5 ms latency time including around 1ms the cycle
time of the Arduino program as the data acquisition
system. Therefore, the overall latency time from the
mallet striking to the captured sound from the loud
speaker is around 13.5ms. This latency time is
acceptable and the actual sound also gives
satisfactorily result.
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Table 1. Result of the latency test in micro second
No

Latency
(uS)

Latency
(uS)

No

1

14904

15

14904

29

14896

2

14240

16

14792

30

14896

3

15008

17

14904

31

14680

4

14784

18

22184

32

12320

5

14896

19

14792

33

15016

6

14792

20

18528

34

15288

7

15008

21

14896

35

14680

8

10216

22

14792

36

16448

9

14896

23

14792

37

14568

10

14896

24

14792

38

14784

11

14904

25

14784

39

10624

12

14784

26

16104

40

14904

13

14784

27

14792

41

14680

14

14896

28

14896

42

14784

Average

No

14539

Latency
(uS)

uS

The maximum hitting frequency is shown in Fig. 7.
The maximum period of the strike before the actual
sound from the speaker overlapped is 149 ms, or the
maximum frequency is 6.7 Hz. This frequency is also
acceptable because there are no high frequency
striking for the basic gamelan training in elementary
school.

Figure 7. Maximum mallet striking frequency on the
metallophone plate

The midi velocity test results are shown in Fig. 8.
Higher power strike is shown with higher amplitude
and the lower power strike is shown with lower
amplitude. From this graph we can set the range of
the midi velocity by mapping the actual analog read
of the mallet strike to the range of standard midi
velocity. This feature is important when we have
vocal singing during the play. Normally when the

vocal start, the gamelan player needs to reduce the
sound volume by reducing the striking power when
playing the gamelan instrument so the vocal can be
distinctly heard.

Figure 8. Analog read of the piezo electric sensor for midi
velocity test.

The Kontakt software is not a freeware. A sampler
or composer software usually is not cheap. However,
any school which want to use the Gamelan Listrik can
use Kontak Player software. Kontakt Player software
is free. Therefore, we can omit the PC software cost
from the overall expenses. The main cost of building
this system is for the construction of the gamelan
instrument and the embedded controller system as the
midi controller. Each instrument has its own
mechanical interface and controller. Therefore, if we
need ten instruments in our gamelan set, we must
make ten set of hardware and ten set of midi
controller. Cost to build one set of one instrument
hardware interface and one midi controller is around
Rp. 400.000,00 including mallet and wiring system.
We can arrange one set of gamelan for example
consist of: 2 Sarons, 2 Demungs, 1 Peking, 1 Bonang
Penerus, 1 Bonang Barung, 1 Slentem, 1 set of Gongs
and Kempuls, 1 set Ketuk and Kenong. In total there
are 10 instruments, so the total cost is around Rp.
4.000.000,00. We assume that school has their own
PC and sound system already, so we exclude it from
our cost estimation. According to one source from the
Internet (SB Flash Art, 2019), the price of one set
fine gamelan made of iron is Rp. 125.845.000,00,
made of brass is Rp. 352.195.000,00, and the most
expensive made of bronze is Rp. 654.095.000,00.

5

CONCLUSIONS

The results showed that the development of the
electric gamelan or Gamelan Listrik has been
successfully conducted. The instrument input
response is quite fast with 13.5 ms latency time. It
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means the delay is almost un-noticeable. The
maximum input frequency is 6.7 Hz which is also fast
enough to handle basic gamelan practice hitting
speed. The volume level of the instrument can be
controlled by varying the striking force of the mallet.
It is easy to add instrument to the ensemble. Just by
connecting new instrument through the USB Midi
hub and set the midi channel for the new instrument.
Playing in solo also possible. The playing command
of all instruments in a single song can be preprogrammed into independent microcontroller. Just
by managing the midi channel, we can set what
instrument should be muted and then we can play to
fill the muted channel using the gamelan hardware
instrument.
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Abstract:

Art discourse in Indonesia has discussed the need for Indonesian concepts, paradigms, and categories both in
historical studies, aesthetic theories and general cultural strategies. With various kinds of cultural
achievements and works of art produced by Indonesian artists. This research departs from observations of
certain styles that have developed communally in the field of Indonesian art, especially Yogyakarta, which
later became an art development identity in the 1990s, namely abstract expressionism style. In this study will
deeply read and trace the achievements of the "art paradigm" and the development of expressionism abstract
paintings, especially in Sanggar Dewata Indonesia (SDI) artists in Yogyakarta which reached its golden age
in the span of 1990-2000.
The focus of Balinese artists who became the object of this research was Made Wianta, Nyoman Erawan, and
Made Sumadiyasa. The birth of abstract expressionism paintings that are faithfully carried as the language of
representation of a number of Balinese artists who are the subject of study in this study shows that the
problems of form, pattern, and method of work are only as visual intermediaries in realizing their deepest
imagination of cultural and personal experiences.

1

INTRODUCTION

There was something interesting that was conveyed
by the Art Observer, Academician A.A.M. Djelantik
about "Balinese identity" in the development of
Balinese art in the 1990s at an exhibition of paintings
by seven painters of the Indonesian Goddess namely
Made Djirna, Nyoman Erawan, Made Budhiana, and
several others at the Ubud Bali Neka Museum. In this
exhibition, several artists such as Made Djirna,
Nyoman Erawan, Made Budhiana have developed
abstract expressionism style/patterns. Of course, this
creativity is relatively new between the bustling
decorative markets, Balinese traditions and
surrealistic styles that developed in the 70-80s era.
This kind of exhibition will invite many questions
that arise in the hearts of the attendees, such as:
Where do you return to this work? Can this still be
displayed as Balinese art? Is it the appearance of the
Balinese theme, can the paintings be classified for
Balinese painting? Which can be called Indonesian
national art? Perhaps many question marks will still
be waving in front of you, which cannot yet be
answered "(Djelantik, 1990).

The mental burden and creativity of Balinese
artists who migrated to Yogyakarta armed with
traditional Balinese capital, when they found a
different atmosphere from the perspective of art in
Bali. The clash of understanding of this language
arouses the thought process and personal perspective
of artists from Bali in "seeing the spirit of Bali".
One understanding that is often emphasized by
the predecessor of SDI, one of them is I Nyoman
Gunarsa, which is in creativity in processing shapes,
colors, fields, what and so on, the 'image of Bali' still
emanates from it. The supporting generations of the
Dewata Studio come and go. Following in the
footsteps of his predecessors without releasing his
identity, the nest of the Dewata Studio hatched new
figures who immediately became calculated figures
such as Nyoman Frawan, Made Budhiana, Made
Djirna, Nengah Nuratha, Bendi Yudha, and Made
Rutha.
The spirit of building newness, especially in the
visual translation of works of art, led Balinese artists
who at that time were still struggling through art
education to obtain more cultural capital provided and
now available in the vicinity. The Balinese-Javanese
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cultural spirit provides a broad and deep cross-section
to expand creative ideas. The fact that the output of
creation is strongly influenced by the surrounding
environment and what artists consume intellectually,
as stated by M. Dwi Marianto (Marianto, 1997), "So
what is important to note in seeing what is presented
is to question also about dreams what dreams,
obsessions, and concerns are contained in the works
on display. Because both direct and indirect works of
art always reflect the situation and conditions in
which the artist lives, because idioms and metaphors
used in language and especially in the art are always
shaped by the surrounding environment.
The artwork is a product of a culture where the
artists are born and work. There is always a
connection between the lives of artists and the
behavior of the local culture that gave birth to it
(Saidi, 2008). Indonesian culture is a compound
condition because it capitalizes on various cultures in
the region that develop according to the demands of
its own history. Experience and the ability of these
regions provide answers to each of the challenges that
give shape, shape, and culture. Also, the socialization
process which was later developed within the
framework of each culture gave color to the
personalities that emerged from the cultural
environment (Kayam, 1981).
Art discourse in Indonesia has discussed many of
the needs of Indonesian concepts, paradigms, and
categories both in the study of history, aesthetic
theory, and general cultural strategies. With a variety
of cultural achievements and works of art produced
by Indonesian artists, there is a tendency to hurry to
talk about what kind of paradigm should be used in
mapping the aesthetics that underlie the work. And
usually, the Indonesian traditional treasures are dug
up, then put in place as a "paradigm" that is "typical
of Indonesia". In this framework, there is a
preoccupation and like finding a "national aesthetic"
framework whose elements are said to be found in the
"peaks" of all ethnic traditions in Indonesia
(Sugiharto, 2003).
But since then abstract painting, which has always
been debated as a graft of Western art, has become a
discourse in the history of the development of
Indonesian art. The building of this discourse is as if
the abstract painting of Bandung apart from the
discourse of modern Indonesian art. Jim Supangkat
writes that the issue of Bandung abstract painting is a
view that is rarely discussed in official discourse,
although it is often debated in the context of the
discourse of modern art. This view places the
development of Indonesian modern art based on
modern art theory which is commonly applied
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throughout the world, which is the paradigm of
international art. This modern art theory is rooted in
the art of post-modernism, namely the concept of
post-modern art that was confirmed in European
culture - America after World War II. Konsepsi ini
percaya pada totalitas universialisme. The concept of
modernism which is the cornerstone of
postmodernism in Indonesia is undeniable, formed
based on the paradigm of Western culture, which its
application outside the Western world, feels forced
(Nurjaman, 2010). This conception places abstract
painting as a milestone in the development of modern
Indonesian painting. This placement map is based on
the fact that abstract painting offers a whole new
concept and aesthetic values when compared to
Indonesian art in a figurative context, which has been
known since prehistoric times as symbolic art.
This article departs from observing the
achievements of certain styles that have developed
communally in the Indonesian art scene, especially
Yogyakarta, which later became the identity of the
development of art in the era of the 1990s namely
abstract expressionism style painting developed and
popularized by Balinese artists Sanggar Dewata
Indonesia. The development of the art world in
Yogyakarta, especially the artists who received art
education at the ISI Yogyakarta Faculty of Art, is
certainly not sterile from the influence of art theory,
alluding to works of art from various parts of the
world to the traditional communal values. In this
study, I will deeply read and trace the achievements
of the "art paradigm" and the development of abstract
expressionism, especially in the artists of the
Indonesian Dewata (SDI) in Yogyakarta, which
reached its golden age in the 1990-2000 range.
These works are driven by artists from the
Indonesian Dewata (SDI), which for the past forty
years towards the end of the second millennium gave
color to art. The aspects of Balinese locality that
present cultural identity appears to be evident in the
Balinese contemporary artists' works. Their work
presents Bali in a new 'style'. The style is certainly
different from the achievement of I Gusti Nyoman
Lempad and friends when developing the Pita Maha
stream. Artwork is a cultural representation of the
community. In other words, "style" is also the cultural
identity of the communal society. In this regard Polly
Wiessner explained, that style is a formal variation in
the material culture which contains information about
personal and social identity. Personal identity in
question is that each member of the community has
their own way of expressing their cultural identity
more as individual expression.

Paradigm of Abstract Expressionism Painting of Balinese Artists in Yogyakarta

The character of the artists of the city of
Yogyakarta, as expressed by Made Bakti Wiyasa
(Sucitra, 2013), is considered to be able to live the
spirit of Balinese artists who study at ISI Yogyakarta
with Balinese culture as a Mother and inspiration
spring, who are also experiencing revitalization with
the spirit of the era passionate, amid anxiety about the
threat of cultural alienation because it pre-assumes
that modernization is westernization which is
considered the same as uniformity of taste and
decadence.
For this reason, young Balinese artists are aware
of the challenges faced; that those who inherit local
cultural traditions resulting from centuries of
acculturation with culture from outside, experience
contact with new ideas that are not in the traditional
culture. In line with this, Sucitra (2014) views
Yogyakarta as a creative home for art learning space,
as well as educating their mentality, providing rapid
and challenging growth in artistic processes.
Yogyakarta is also a place for the confrontation
between tradition and renewal.
Culture formed by humans, and that is the result
of the human perception of the world. This mindset is
a pattern because of the pattern of cultural patterns.
The best way to communicate with the public about
the world, and perceptions that are easy to do through
thinking about humans every day, as a tangible
manifestation of their perceptions. (Liliweri, 2002)
borrow the words of Joseph Levenson, the study of
humans who think, ....in the experiences of
individuals and individual groups of individuals,
under the direction of symbols, they capture, feel,
reason, value, and carry out (Geertz, 2004).
Artists as the main actors in the creation of works
of art, certainly have their own way of looking at
translating various influences around them. The
resulting artwork also has a distinctive personality
value and contains various links to elements of
universality and local cultural values. This issue is the
focus of this study, which raises the research question
1). What is the understanding of the art paradigm in
the creation of abstract expressionism of SDI artists
in Yogyakarta, 2). What is the form of visual
expression of abstract expressionism of SDI artists in
Yogyakarta. Starting from the problems stated above,
it aims to describe the concepts and thoughts that
developed in the creation of abstract expressionism
paintings on SDI artists in Yogyakarta. And know the
aesthetic/creative achievements and recognize the
visual tendency of abstract expressionism paintings
created by SDI artists.

2

STUDY OF LITERATURE

This study uses a multidisciplinary approach. But the
main focus is using an anthropological approach with
a theory developed by Thomas Kuhn, namely the
paradigm as a scalpel in interpreting the substance of
this research. According to Kuhn, paradigms are large
theories in which there are smaller theories.
Theoretical perspective, cosmology or paradigm
defines the main issues that researchers think
(Saifuddin, 2006). But in the development related to
the subject of research as an enriching part of the
paradigm's perspective, of course, other scientific
involvements such as history and aesthetics are used.
There are several general views regarding flow,
models, theoretical systems, theoretical orientations
regarding paradigms. In Kunh terms are called
paradigm orientations. Following Pelto (1984), a
paradigm orientation includes Saifuddin, 2006: 31):
a. The conceptual area where discipline is
considered work;
b. Methodology, including research design,
verification criteria, preferred techniques, and
assumptions regarding the balance of "art" and
"science";
c. Implied philosophy of the perpetrator: is it free
or bound, rational or emotional, good or bad.
In his famous book and is still often used as a
reference by scientists, namely The Structure of
Scientific Revolution (1972), Thomas Kuhn uses the
term "paradigm" in two different dimensions: "first,
the paradigm means the whole device - Kuhn calls it"
constellation "- beliefs, values, techniques, and so on
that are shared with members of a society. Second,
the paradigm means certain elements in the device,
namely ways of solving a puzzle, which is used as a
model or example, which can replace other models or
ways as a basis for solving puzzles in normal science
(Saifuddin, 2006).
To support the in-depth discussion of paradigm
theory, the author also uses an aesthetic theory of
abstract expressionism in one of the legendary art
books namely Concerning The Spiritual In Art
compiled by Wassily Kandinsky in 1911. In theory,
he built to mark and dissect abstract works
expressionism namely impression, improvisation,
and composition. Here's the statement Kandinsky
describes: (1) A direct impression of outward nature,
expressed in purely artistic form. This I call an
"Impression."
(2) A largely unconscious, spontaneous
expression of inner character, the non-material
nature. This I call an "Improvisation."
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(3) An expression of a slowly formed inner
feeling, which comes to utterance only after long
maturing. This I call a "Composition." In this, reason,
consciousness, purpose, play an overwhelming part.
But of the calculation nothing appears, only the
feeling. Which kind of construction, whether
conscious or unconscious, really underlies my work,
the patient reader will readily understand (Kandinsky,
2008:117).

3
3.1

DISCUSSION
Interpretation of the Abstraction
Paradigm

The focus of Balinese artists who are the object of this
research is Made Wianta, Nyoman Erawan, and Made
Sumadiyasa. The three Balinese artists consistently
and continuously manage the creation of works in the
abstract breath. Made Wianta represents Balinese
artists who studied at STSRI ASRI Yogyakarta in the
70s, Nyoman Erawan in the 80s and Made
Sumadiyasa who was the youngest after STSRI ASRI
became ISI Yogyakarta representing young artists in
the 90s. Of course, the analysis of the visual paradigm
remains their work performance in the era of the 90s
when abstract expressionism reached its heyday.
There is an interesting statement Dewa Gede Purwita
in the Nyoman Erawan Catalog book titled
COSMOLOGY RITUS: Rima Nyoman Erawan
Motif In the Cosmic Mandala, as follows, the
universal abstract form that is invisible in the sociocultural Balinese society is always present as a source
of interest in translating it into reality. This behavior
has always been the same as the reason for the
creation of mystical beings such as Gajah Mina,
Rangda, Barong, Fire, Wind, and so on. Reflections
on the abstracting activity are clearly seen from how
Balinese humans have the greatness in imagining and
realizing their attraction from the intangible abstract
nature to reality (Purwita, 2015).
In line with this, M. Dwi Marianto once stated
about Bali's human (artist) reflection ability in
manifesting itself through spiritual abilities that
became material towards newness. "... presumably,
the members of the Sanggar Dewata have come to
explore again by kapujanggan/brahmana art that
prioritizes spirit and the process of giving birth to a
work of art (fully felt), and sees the practice of art as
a puja - offering to God - through art. Hopefully this
is not only good as a counterweight to life that is now
flooded with products of modern culture, instant
cultural products, and the chaotic uncertainty due to
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cultural changes that are too instant, but more
important is the realization that ideas for all creation
of works of art there is only in the dialectical space
between the spiritual and the material. It was there
that there were the spirits of beauty, the lokananta
title, the characters, threads of ideas, and waves of art
which were sensitive to musicians/dancers/ or painter,
materialized and recycled as a work of art. Without
willingness and sensitivity to see the spiritual, if art is
too small to accommodate anything new and
refreshing "(Marianto, 1997).
Abstraction in fine art indeed the problem lies in
the problem of visual form. The term abstraction is
used in this paper to represent the meaning: the
process of extracting forms from sensory captured
phenomena into something that is a clump of ideas
which after being influenced by the process of
personal mental abilities becomes an artistic idea that
is ready to manifest in the form of later painting
works. Because of the many influential factors that
play a role, the idea in its embodiment becomes a
visual language that is multi-value and if drawn on
the problem of form, the result of the painting is
abstract figurative.
The process of abstraction of painters continues to
develop in line with the development of world art
which increasingly ignores thematic principles in
conventional painting, and prioritizes experiments to
get new discoveries in art. Indeed, in the history of the
birth of art, especially in the West, as a reference in
the development of art in Indonesia, it has not run
smoothly but is full of a series of revolutionary events
until the present styles. In line with this, Bambang
Sugiharto (Sugiharto, 2003), said that even in the
field of art, the history of the development of art in
the West, for example, always tends to be seen as a
series of chronicles characterized by revolutionary
ruptures which are usually associated with events decisive socio-political events such as: Middle Ages,
Renaissance,
Baroque,
Romantic,
Modern,
Contemporary, and so on; or associated with
fundamental changes in the field of "style" (style,
schools) such as: Naturalism, Impressionism,
Expressionism, Abstract Expressionism, and so on.
And this pattern of understanding history
immediately becomes a standard pattern used in
various places. "Style" (flow or style) and sociopolitical conditions are seen as two keys to
understanding the "paradigm" of art.
The implication of this is that the notion of 'art'
itself inevitably follows the pattern of Western
understanding as well. Like science, as if the
definition of art must be universal, and that means the
definition of Western-style art is the benchmark.

Paradigm of Abstract Expressionism Painting of Balinese Artists in Yogyakarta

The term 'abstract' in art is a rather loose term for
naming works of art that do not have clear subjects
(in the purest sense are works of art which consist of
lines, shapes, and colors which are completely free
from the illusion of forms in nature), as well as art
that if there is a subject, it has experienced distortion,
simplification, and advanced enrichment. And more
generally, abstract art is an art in which the natural
forms (if any) no longer function as objects/themes
that must be brought but live as motives, as an excuse
to make things rather than make nothing.
The abstract term first appeared in the talk of art
marking one of the schools/movements in the
mainstream of modern western art in the early 20th
century. Wassily Kandinsky (1866-1944) was
considered a pioneer in that. Wassily Kandinsky, in
his theory Concerning the Spiritual in Art (1910)
expressed the existence of three sources of inspiration
for the birth of abstract painting. The first impression
is a direct impression of everything that exists outside
the artist, human, universe, objects and so on. Second,
improvisation is a spontaneous expression that is not
realized. Here inspiration arises in a person and is
spiritual. The three compositions, expressions of
feeling, are formed consciously, even though they
remain in irrational or logical levels. Slow
expressions will be arranged in harmony, thus
forming a composition that is pleasing to the eye.
Abstraction is a term used not as tightly as in talks
about modern paintings and sculptures such as
cubism or futurism. All art without a subject that can
be recognized is called abstract, but also art that has a
subject but has experienced distortion, simplification,
or enrichment on a certain level. The word is often
used by artists themselves to describe a quality of the
artwork is a work of art that is formative and pay more
attention to how a work of art is delivered or
manifested rather than what the work is (Mayers,
1985).
Abstract definition according to the Indonesian
National Encyclopedia (1990) reads: Abstraction
(from the Latin word 'Ab', meaning from and
'Trahere', interesting), is a process of separating
certain aspects of the object as a whole and focusing
only on one aspect among the aspects that exist. This
process produces a general and universal
understanding. According to Aristotle this process of
abstraction occurs at the ratio of humans which
releases something from the five sensory ingredients
presented to it. There are three types of abstraction,
namely
material
abstraction,
mathematical
abstraction, and non-material abstraction.

3.2

Interpretation of Abstract
Expressionism's Work

To make it easier to understand and explore the space
of creative thinking and the aesthetic paradigm of the
three abstract artists of Balinese expressionism, the
authors of the analysis will be based on the personal
spaces of their journey and the work they created in
the 1990s.
1. Made Wianta

Figure 1: Irama Bersambung, 1990, 150 x 290 cm, oil paint
on canvas.

Balinese artists born in 1949 in the village of
Apuan, Tabanan Bali who had received STSRI ASRI
fine arts education from 1970-1974 did indeed have a
unique and sometimes controversial process of
creative processes, especially relating to their
freedom of viewing a tradition and the ideal of
creating art. Wianta is an intellectually free human
being who is interested in ideas, but he opposes any
theoretical/ideological constraints or limitations. The
key for Wianta as a human being is freedom is not
constrained by expression and the search for the
connotation of the essence of things.
He passively sees the essence of ideas and objects
and actively creates them in paintings and objects.
Louis Fichner in Understanding Art (1995) states that
abstract art is a simplification or distortion of forms.
Only in the form of the essence of the natural form or
object abstracted. Abstraction, significantly changes
objects, so that they become their essence. Wianta is
a person who is free and has a strong personality, he
is not afraid to act in his own name and for himself.
He knows that he has something to say in
words/imagination, and he expresses it. His character
is hard-hearted, active, creative, and forward-looking.
He does not separate the past but the future. He
desires to change the rules; his paintings are visual
impressions. His freedom to have social, intellectual,
as well as artistic implications.
Free in the way of view, Wianta is thus free as an
artist (painter). Again, what's important to him is
creativity. The title of one of his articles in the Bali
Post (January 27, 1981) expresses this: "artistic
creativity is absolute but the creation of this work is
not always of quality". In other words, the process is
more important than the results of the process. The
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creative process is a good work prerequisite
(Heryanto, 1994).
Enjoying abstract paintings can be done by
looking at the harmony of the composition of visual
elements. Visual elements in the form of composition,
color, lines, and texture of the painting, create certain
impressions and messages. Everyone has the right to
interpret abstract paintings according to the
background of his experience because painting is a
visual sign of multiple interpretations. Abstract
painting was created through the process of changing
or simplifying forms into geometric or biomorphic
forms. It can also be created in expressive form. In
abstract paintings, visual elements are arranged in
such a way that they convey certain messages or
impressions. These visual elements have symbolic
characters and meanings. The character and symbolic
meaning of visual elements can imply certain
meanings desired by painters. In an interview with the
author with Made Wianta about the style of his
paintings which always experience the process of
metamorphosis and are not standardized in the same
motion. He emphasized the power of creative work
that continues until later it will find the artist's
personality.
The creative process and work patterns of Wianta
are very much in line with what turned out to be the
idea of Kandinsky, in terms of producing works,
whose colors, the composition of space, lines and
points and their rhythms are created as a result of his
freedom of spiritual exploration.
The pouring of Wianta's abstract vision on canvas
invites us to a psychological contemplation. Even so,
the abstract and modern vision of Wianta is not
without concepts or limitations. He gave new
movements and nuances to the shapes and colors that
he had inherited from the old tradition. Wianta's
artwork is still rooted in Balinese art. In the Executive
magazine article (1990) Wianta said, "For me the
world is abstract. Is there an object or not, for me the
same. Life is only a matter of time. I am well aware
that space and time are always changing. Even though
the sun rises in the East, it sets in the West, but nature
changes every time. "
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2. Nyoman Erawan

Figure 2: Pralayamatra XXXXIV, 1997, 105 x 135 cm, oil
paint on canvas.

Nyoman Erawan is one of the Balinese artists who
has cross-media and cross-disciplinary talents, an
interest in the creation of art that is not only in
painting but also in installation, sculpture,
performance art, and poetry. An artist born in 1958,
Sukawati Gianyar, Bali has such complex creativity
and studies the anxiety of creativity that is so
profound and total. In a long stretch of creativity,
perhaps almost all areas of art and cross-art have been
traced to the vortex of its creative constellation. He
has become accustomed to articulation both in terms
of medium, technique, and subject matter, especially
in his artworks that unfold exploration of abstraction.
His creativity was so solemn in the concept
centered on the cosmological circulation of Balinese
Hindu philosophy, always giving him a space of
creativity that never vanished. Moving on to the thesis
that abstract art and ornaments are in the awareness
of flatness, Nyoman Erawan's abstraction is just the
opposite, that is, rejecting flatness. From the
beginning, his work had a strong awareness of space.
About this matter, Wayan Seriyoga Parta said that the
space for Erawan and most of Bali's abstract artists
have never been limited to the dimensions of the
medium of work, space is an integral part of
cosmology ”(Parta, 2015).
In such a long span of time, Erawan's existence
stretched across cross-medium crosses with creative
energy that exploded and continued to flow. So if we
"re-unpack" the travel file of the art of Erawan's
painting, we will meet with a stretch of traces of
creative behavior, starting from the strong use of
symbols that are closely related to Balinese cultural
traditions. Referring to Erawan's work in the 80s, the
theme of the Balinese tradition of spirituality became
his way of expressing the relationship between human
cosmology and the universe. One of them is in the
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concept of destruction, in Hinduism in Tri Murti's
cosmology in the power of Shiva.
Pralaya is seen as the final stage of the procession
of life, the stage towards nir, emptiness which
actually has spaces with visible talk energy. Through
his study of the Ngaben procession, Erawan began
with a visual struggle which then continued on his
rites. The accumulation of interest in physical
elements from the remnants of Ngaben has
implications for the visual variety that is present
adorning the fields of the canvas. Exploration of
various possibilities produces a variety of lines,
coarse and fine nicks, brush strokes, splashes,
textures and the use of primary colors often accent in
abstract paintings. Indeed, the abstract in Erawan's
work refers to abstracting, he processes form by
deconstructing it, revealing it and visualizing it in
such a way, vague, with a powerful new form.
Erawan starts with a visual struggle which then
continues on his rites. The accumulation of interest in
physical elements from the remnants of Ngaben has
implications for the visual variety that is present
adorning the fields of the canvas. Exploration of
various possibilities produces a variety of lines,
coarse and fine nicks, brush strokes, splashes,
textures and the use of primary colors often accent in
abstract paintings. Indeed, the abstract in Erawan's
work refers to abstracting, he processes form by
deconstructing it, revealing it and visualizing it in
such a way, vague, with a powerful new form.
Subject Matter by Nyoman Erawan's painting lies
in his form of abstraction in his work, the focus is on
the accumulation of various colors, incisions that
form barriers, expressive lines so as to form an object
that is represented in various forms and forms of
motives. In it will be found a variety of patterns of
dual matra, various lines in geometric form. Motives
that are present in both the subject matter and outside
can be said as verbal motives, in this context the
verbal motives are decorative ornaments which
appear in Nyoman Erawan's work. Verbal motives
that usually adorn Nyoman Erawan's work are stone
motifs, fire, leaves, padma, kembang bajra, feather
patterns (sometimes assembled to form wing-like
shapes), spiral lines, lines that form a checkered
pattern.

3. Made Sumadiyasa

Figure 3: Humanity I, 1994, 110 x 150 cm, oil paint on
canvas.

Made Sumadiyasa comes from a village that still
holds a strong tradition and is still filled with beautiful
rice fields and beautiful nature. Precisely he came
from the village of Selemadeg, Tabanan Bali. It was
during his education at ISI Yogyakarta that Made
gained the freedom to build his artistic adventure
where at that time the campus provided freedom of
creativity for students to find the best patterns,
creative methods to build art networks.
In the initial phase of work in 1992, his work
presented elements of figures/objects, especially
human formations. In this period, it was understood
that Made's creative process was still influenced by
strong formation studies as long as he studied
Balinese art which was thick with strong but
straightforward elements of the formation. His work
was inspired by Balinese cultural activities such as
humans to temples, dance moves, and gamelan. The
imagination of Bali is still attached to the
encouragement of the creation of works of art.
The next phase between 1993-1994, Made began
to choose symbols as the language of expression
which is sometimes vague toward abstract forms. By
presenting impression figures and symbol inserts, as
in the work of Humanity 1 (1994), the work seems to
begin to combine vague forms with strong lines and
color expressions. Identity is no longer easily
recognizable. Made has increasingly come to
recognize the spirit that is in him that no longer
depends on formal formations but goes a long way
into the problem of 'taste'. Each object has its own
emotional spirit and it must be recognized by the
depth of imagination. The expressive language in
Made's works is not just in forms or illusions in space.
It is in the level of emotion which can be understood
in the quality and intensity of feeling. Feeling is tied
to situations, so Made's emotions are important in
terms of the process which creates a feeling of
"ecstasy" in him: When I paint, the vibrations of
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colors are combined with the creative process
reflecting my emotions about the theme of the work,
and I became unaware of everything else and focused
on what I was imagining. This feeling gives me an
extraordinary sense of pleasure (Wisetrotomo,1998).
The work phase with a total abstract by
eliminating the elements of formation and symbolism
in mid-1994, as seen in the 1994 Spirit of the Forest
work, Made gained enlightenment to find the level of
pleasure with spontaneous movements and let the
freedom of his subconscious form his imagination.
Made gave his wildness to form a mysterious sweep,
which was filled with natural energy and spirituality.

4

CONCLUSIONS

Panorama of Indonesian art cannot be separated from
the origin of the artist and also his contact with the
surrounding environment which galvanizes the
thinking process and the method of creating it. This
research
that
desires
to
recognize
the
paradigm/cosmology of thinking and creating
Balinese artists who are intensely engaged in work in
abstract expressionism style.
It is clear in the process of research that it seems
that the cosmology of the creation of artists' work
cannot be separated from the cultural capital and
knowledge they have, besides being related to spirit
and its ability in flexibility and awareness to be freed
from theoretical constraints. let go of theoretical
confinement. Like Wianta, for him to create art at first
it must have a strong, cultural foundation of
knowledge so that it can become a pillar of the spirit
that is invisible to be manifested spiritually in the
form of works of art. Freelance and non-fearsome
work on the results that will be obtained is the way
Wianta finds his union with the world 'taste'.
Paradigms that are not much different are also
explored by Nyoman Erawan and Made Sumadiyasa.
His introduction and intense contact with Balinese
traditional culture enriched his visual language, but
what was taken was his essence and local genius
symbols, so that his work could freely go in and talk
about and borrow Balinese labels in the process of
creating a symbolic Balinese taste or even very
absurd just lines, and colors.
The birth of abstract expressionism paintings that
are faithfully carried out as a representation language
of a number of Balinese artists who are the subjects
of this study indicates that the problem of forms,
patterns, and methods of work of work is only a visual
intermediary in realizing their deepest imagination of
cultural and personal experiences. In an abstract way,
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their minds and creative processes become unfettered,
thus spirituality becomes more total finding spaces of
inspiration for other consciousnesses.

ACKNOWLEDGEMENTS
This article is the result of research in the field of art
involving many parties. Therefore, on this occasion,
he expressed his gratitude to the head of the ISI
Yogyakarta research institute for providing research
opportunities and funding. Thank you to the reviewer;
Prof. Drs. M. Dwi Marianto, M.F.A., Ph.D. and Dr.
Timbul Raharjo, M.Hum., and the three Artists Made
Wianta, Nyoman Erawan and Made Sumadiyasa.

REFERENCES
Djelantik, A.A.M., 1990.“Kata Pembukaan Tujuh Pelukis
Sanggar Dewata Indonesia”, Katalog pameran, 29 Juli29 Agustus, Museum Neka Ubud Bali.
Ensiklopedi Nasional Indonesia, 1990. PT Cipta Adi
Pustaka. Jakarta.
Geertz, Clifford, 2004. Tafsir Kebudayaan, Kanisius.
Yogyakarta.
Heryanto, 1994. “Gaya Lukisan Made Wianta”, Skripsi,
Prodi Seni Murni. Jurusan Seni Murni FSR ISI
Yogyakarta.
Liliweri, Alo, 2007. Makna Budaya Dalam Komunikasi
Antarbudaya, LkiS Yogyakarta. Yogyakarta.
Kandinsky, Wassily, 2008, Concerning The Spiritual In
Art. The Floating Press.
Kayam, Umar, 1981. Seni, Tradisi, Masyarakat, Sinar
Harapan. Jakarta.
Marianto, M. Dwi, 1997. “Adakah yang Baru dan Segar
dari Sanggar Dewata?”, Catalogue pameran Sanggar
Dewata Indonesia.
Mayers, Bernard, 1985. How to Look at Art from The Book
of Art, vol 1, Grolier Incorporated. London.
Nurjaman, AA, 2010. “Proses Pembentukan Seni Lukis
Abstrak Indonesia”, Sulebar M. Sukarman, et al., 2010,
Soulscape: The Treasure of Spiritual Art, Yayasan Seni
Visual Indonesia. Jakarta.
Parta, Wayan Seriyoga, 2015. E®Motive: Reconstructing
Visual Thought, Buku Arti. Denpasar.
Purwita, Dewa Gede, 2015. “Kosmologi Ritus: Rima Motif
Nyoman Erawan Dalam Mandala Kosmik”, E®Motive:
Reconstructing Visual Thought, Buku Arti. Denpasar.
Saidi, Acep Iwan, 2008. Narasi Simbolik Seni Rupa
Kontemporer Indonesia, Isacbook, Yogyakarta.
Saifuddin, Achmad Fedyani, 2006. Antropologi
Kontemporer: Suatu Pengantar Kritis Mengenai
Paradigma, Kencana. Jakarta. edition II.
Sucitra, I Gede Arya, (ed), 2013. Narasi Sanggar Dewata
Indonesia, Sanggar Dewata Indonesia. Yogyakarta.

Paradigm of Abstract Expressionism Painting of Balinese Artists in Yogyakarta

__________, 2014. “Dialektika Estetika Seni Rupa
Kontemporer Bali Melalui Karya Upadana dan
Valasara”, Journal of Urban Society’s Arts,
Yogyakarta: ISI Yogyakarta, Vol. 14, Nomor. 1, April
2014.
Sugiharto, Bambang, 2003. “Seni dan Paradigma: Sebuah
Tinjauan Epistemologi”, Wicaksono, Adi dan Mikke
Susanto, et al., ed. Aspek-aspek Seni Visual Indonesia :
Paradigma dan Pasar, Yayasan Seni Cemeti.
Yogyakarta.
Wisetrotomo, Suwarno dan Garret Kam, 1998. “The
Oneness of Culture: An Interpretation of the Paintingof
I Made Sumadiyas”, Catalogue Made Volume II,
Indonesia.

185

Women Art and Its Disclosure
Shalihah Ramadhanita
Universitas Negeri Surabaya, Seni Rupa Murni, Lidah Wetan, Surabaya, Indonesia
Shalihahramadhanita16021244001@mhs.unesa.ac.id

Keywords:

Women, Art, Feminism Eksistensialis, Simone de Beauvoir.

Abstract:

Women in partiarchy culture have difficulty expressing their hearts because in the culture of partiarchy the
existing social community is based on the viewpoint of men and women as those who must carry good values
in society make women difficult and even unwilling to express their heart . Art has the flexibility to convey
that cannot be conveyed. This study aims to look at the ways women artists use art as a way of conveying that
cannot be conveyed. The object of this research is the artwork of women artists. The analysis was carried out
by the perspective of eksistensialis Simone de Beavoir feminism. The results of the study show (1) that women
find it difficult to express their heart because partiarchy culture (2) art has the flexibility to express
unexplained (3) women can express their heart through art.

1

INTRODUCTION

In the culture of partiarchy women are regarded as
second beings and as complementary. The truth
conveyed by women is often regarded as irrelevant
truth because women are identified as thinking with
feelings while men think logically. The life around
women in the domestic sector is considered an
unimportant thing to disclose. Furthermore in
Javanese culture women are ideal as stated by
Ranggawarsita in serat Candrarini (Irawan, 2016). So
that in society moral values and goodness are
measured and pinned on women which makes them
maintain that value and it is difficult to say the truth
that happens to them if the truth is out of the values
and norms that are in society and is considered taboo.
Women's expressions that are considered taboo
make women become depressed and look passive in
facing various problems. Besides this passivity makes
women in the construction to remain passive and
considered unable to play a role in building society.
Artists make works of art because they are unique and
specific entities, their complexity lies in the domain
of their creation that is related to their lives.
(Prambudi, 2017)
Artwork is a personal expression, still has a social
function that can describe various social situations in
human life. (Winarno, 2007) so that works of art can
accommodate artists in revealing the reality of the
truth experienced in their lives. Art can accommodate
human thoughts and ideas in making this world better

because according to Van Gogh artists reject and
accept the world at the same time, artists try to present
new realities in life that were previously not yet
realized. according to Aristotle art is a catharsis that
functions as a cleanser and purification of human
souls (Albert Camus, 2007).
This paper aims to examine art as a way for
women to exist to express themselves. Because art
has flexibility that can be conveyed in various ways
and forms. According to Heidegger art contains a
tension between hiding and revealing the truth,
revealing and saving. (2016) so that with art women
can exert themselves.

2

CONTENTS

According to Pramistawari women are unique
creatures full of mystery. If likened, they are like a
vast and deep ocean. Likewise with women's attitudes
that are difficult to understand about what they are
thinking, what they want, and how to understand
themselves. Personal women are very unique. If we
cannot understand the character, then we will judge it
as the most complicated creature in this universe. (9:
2015). The public views women as being passive and
not very talkative, but if there are women who talk a
lot, they will be considered strange and aggressive.
Partiarchy culture makes women controlled by the
truth made by men. As in the Javanese society that
constructs buildings based on Ranggawarsita
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teachings on Serat Candrarini, namely women who
are faithful, refined in their language, calm in their
attitudes and attitudes, don't say much except as
necessary, always respect their husbands, guard their
husband's rights, are willing to be combined and
precisely have to be nice and happy, good at taking
care of themselves, so that they always look beautiful
in front of her husband, and similar values with this
then women like this are respectable women, no
matter their husbands are bastards or not, or their
husbands have ten concubines or thirty concubines ,
patient and yielding, full of love and not complaining,
being smooth and looking beautiful. (Irawan, 20:
2016) further in the portrayal of women by Kartini "A
Javanese girl is a gem, quiet, unmoving like a wooden
doll; talk only when you really need to in a whispering
voice, even if the ant can't hear it; it goes hand in hand
like a snail; smooth terawaw without sound, without
opening lips; It's really bad if the teeth look like
badgers. (Irawan, 20: 2016). Women who have been
associated and constructed in the first place make
women embarrassed and difficult to say the truth that
happened. The problems of sexual violence, rape and
so on are many that are not reported or known that as
a result the woman holds a mental burden and causes
trauma to her. In addition, women who are considered
as the second creature whose opinions are considered
not important, even according to Saadawi, women's
testimony is only half of men's testimony (2001).
Existentialist feminist Simone de Beavoir
encourages women to live authentically by raising
awareness that they are essentially free, not bound by
all existing rules, laws, values, norms and stereotypes.
Art has flexibility and can be a way of liberation in
conveying what is not conveyed in art, there is a lot
of potential, diversity, necessity that in creative arts
requires the flexibility of thinking, courage and
willingness, to look for something unique, unique,
special, to offer renewal, and innovation. (Marianto,
2015). In art women will be able to issue what is
hidden because according to Aristotle art functions as
a catharsis. In the catharsis process there is emotional
cleansing, emotional release, moral-spiritual
purification, emotional education, and intellectual
purification.
Using women's existentialist thinking, Beavoir
explored the root of oppression of women and the
possibility of breaking away from oppressive
oppressions or situations. One of the key arguments
of Beavoir relates to the establishment of women.
(Prambasmoro, 2006). The female body which is a
divine nature and cannot be changed but gender is the
construction of society. Gender, which is a
construction of society, places and positions the

subject with a woman's body with "necessity" to have
the same gender as her body. Gender for female
subjects is feminine. Femininity is not natural and
therefore can vary from culture to culture.
(Prambasmoro, 2006).
In expressing art using symbols that give rise to a
variety of interpretations. These symbols can bridge
women in their self-existence. Some female artists
such as Kartika Affandi who visualized her works in
an expressionist style in the period of the 1990s she
dared to express the feeling of pressure she felt in
facing the issue of gender injustice in her household.
The work series titled Self Portrait (1-7). In the 1-6
Self Portrait work he painted his face white, creamy
and slightly light yellow. In Self Portrait 7's work,
Kartika seemed to have rediscovered her confidence
by symbolizing herself with sunflowers and sun that
showed her father's face. Through the works of
Kartika, it could be captured that the series Self
Portrait 1-7 (1999) was his expression of acts of
injustice he felt by her husband. (Winarno, 2007).
Arahmaiani expressly stated that his works were a
form of his awareness of the gender injustices felt by
women. "In accordance with my capacity as a
woman, as well as in understanding aspects of life
that I will adopt in art, I try to voice the problems of
the oppressed. So from that I presented the problem
using a gender metaphor. " According to him the
pattern of oppression between the ruler and the
oppressed people or between the strong and the weak,
is the same as the relationship between men and
women who are always subordinated. (Winarno,
2007).

Figure 2: Astari Rasjid, Prettified Cage,, (Source: Marianto,
D. Surrealism Yogyakarta, Merapi Publishing House,
Yogyakarta, 2001; Women's Catalog in the Realm of
Spirituality, 1998).

Lucia Hartini explained her life problems in
several works during the 1990s. One of them is a
work titled Srikandi (1993). Visualize the figure of
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his waist, against the background of the walls and the
view of the sky and moon. Many eyes watching him.
When the work was done, Lucia Hartini got a shock
in her relationship with her husband, but tried hard to
face the problem of life. He no longer relied on her
husband, he fulfilled household needs and cared for
his own two children. Lucia revealed: "I want to show
that solitude does not need to be afraid in navigating
life. The majesty of God through this universe always
protects us "(Winarno, 218: 2007)

discomfort and confusion, not want to meet because of
disgust with the cleric, but also afraid of my parents
because the recitation is an obligation. "(read by Tita
Rubi When the master class at the Bandung Institute of
Technology December 2, 2018).

Figure 3 : Tita Rubi, Womb of Eros or Desire Production
Machine (Source: Rubi, Tita, Sebuah Catatan)

Figure 2: Lucia Hartini, Srikandi, (Source: Marianto, D.
Surrealism Yogyakarta, Merapi Publishing House,
Yogyakarta, 2001; Women's Catalog in the Realm of
Spirituality, 1998).

Then the artwork that depicts the life of women as
in the work of Tita Rubi. In his works he tells about
his experiences as a child and his family. Also tell
about his experience as a woman.
"But things that are closely related to the femininity of
life and death, become foreign in the place where I
recite every evening. The lecture spoken by my clerics
was torturous, full of hellish threats, especially for
women. Somehow women are always said to be the
most sinful, especially if they commit acts of sin. The
female body, let alone the age of being backward, like
it was wrong by itself and will automatically go to hell.
The female body seems to be the source of the collapse
of the faith of all humanity. "(Read by Tita Rubi.
During the master class at the Bandung Institute of
Technology December 2, 2018).

Furthermore Tita Rubi also told about her being
sexually abused by men. Tita Rubi cannot convey this
experience directly, but she uses art as a media to
reveal the truth.
"On the roof of the sea, inside the ceiling, the cleric
asked me to take off my underwear, because he wanted
to see and feel it, he wanted to tell where the source of
the woman's sin was on my body ... filled with
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Figure 4 : Tita Rubi, Bral Geura Miang (Source: Rubi, Tita,
Sebuah Catatan)

An artist who dares to portray the genitals of
women and men in her works is IGAK Murniasih
(deceased). Not to indulge in something
pornographic, but to talk about various psychological
pressures from the problem of sexual violence that it
receives. His creativity makes Murniasih's work
unique, with fantastic colors, unusual compositions,
thus distancing observer thinking about human
genital exposure. expressed, but too painful to feel.
Art work is a therapy for itself to forget the dark times
that have ever been experienced. Through his work,
Murniasih invites the public to be honest that there
are some people who feel sexual violence. It can't be
expressed, but it's too painful to feel. Art work is a
therapy for itself to forget the dark times that have
ever been experienced. (Winarno, 220-221: 2007)

Women Art and Its Disclosure

Figure 5 : IGAK Murniasih, Waiting, 2003, acrylic paint on
canvas, 100 x 100 cm (Source: Catalog of Exhibitions Via
Dolorosa, Nadi Gallery, 9 April - 13 May 2003; Supriyanto,
E. & Bollansee, M., Indonesian Contemporary Art Now,
SNP International, Singapore, 2007).

Simone de Beauvoir revealed that women who are
aware of their freedom, they will be able to freely
determine the course of their lives. (Prambasmoro,
2006) Women must be aware of and do not continue
to be confined to the culture of partiarchy and mass
trauma. Women must be free to express themselves
and be free to be human.
Through art women can express themselves as
human beings, from the art of women they can say
things that cannot be said because the existence of the
hierarchy of artistry and art that they have revealed is
a therapeutic process in their traumatic moments.
Through these catharsis they can cleanse their souls
and minds. If Hélène Cixous is a feminist figure,
asking women to write down their experiences as
women through a literary or language medium, then
female artists must describe it through visual
language with a medium of art. In order for more and
more layers of society to realize about the existence
of female humans who have a role in civilization, and
now the artists have not gained equality. (Winarno,
222: 2007). Art works also reveal truths that have not
been revealed before.

3

CONCLUSIONS

In the culture of partiarchy women become objects
that are arranged so that women are difficult to reveal
the truth that happened to him. Women are
susceptible to sexual violence, rape and domestic
violence but there are still many women who are

confused to convey this problem because it is
considered taboo.
In existentialist feminism Simone de Beavoir invites
women to remain confident that themselves as human
beings whose power is in themselves. Women are
invited to fight in the fight against partiarki. The
resistance is not merely against weapons but rather
about self-liberation and educating the public about
the truth in a partisan culture that is very detrimental
to women and men.
Art is an expression of human life experience can
accommodate women's expressions of the problems
that befall them. Art also functions as a criterion so
that women who experience the trauma of masalalu
life can be gradually cured. Art also has flexibility in
its disclosure because it uses symbols and produces a
broad interpretation. This woman's experience can be
used by other women if they experience anxiety in her
but she cannot express it. Through the art of dark
experience, it will also make the audience who see it
will experience the tragedy and this will become an
education so that the dark experiences will decrease
in the future.
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Abstract:

One of the varieties of popular music of Indonesia is the so-called “Nyanyian Populer Daerah” (Local Popular
Songs) which usually employs local dialect as well as typical melodic styles and expression. The number of
these kinds of songs are abundant as there are so many local dialects and musical expression can be found in
every region. This research focuses only on three local popular songs, two found in Sumatra island and one
found in North Sulawesi. The two genres found in Sumatra islands (Deli and Minang) were exceptional as
the main genres which got its influences of original Malay songs characteristics, meanwhile the other one was
from Minahasa, which has its own different melodic styles but provides the same expression in singing. This
research employed fieldwork as well as the study of the selected recordings available on the social media such
as Youtube, etc. During the fieldwork, semi structural interviews was taken to some selective figures of local
musicians and singers. The collected data from the fields then was interpreted and analyzed (object analysis)
using musical theory perspectives and aesthetics criticism. As it presented here, this research was not
comparative at all, let alone the readers enjoy the similarities and the differences of the genres. It was found
out that all of the genres shared the similar Malay musical idioms in traditional narratives as well as oral
cultures that show the dynamism of changes and sustainability of the local dialects as linguistic expression.
A suggestion for further research was as vital as there were still so many musical and aesthetics values
available to be searched out for future documentation and shared values

1

INTRODUCTION

Current situation of the utilization of music in the
society, i.e. the social function of music, having two
sides that might not be able to be separated from each
other. On the one side, the indication of commercial
factors as could be found in the music industry, and
on the other side, the cultural impacts that were not
less significant to be put into account. Meanwhile, the
commercial factors might not be avoided and become
a stimulant for music development in society, in
cultural aspects, popular music becomes an essential
aspect not only for social identity but also as the
important aspect for daily lives in society itself. First
of all, based on this statement, the general description
of popular music function had to be found.
Culturally, all popular music consists of a hybrid
of musical traditions, styles, and influences (Shuker,
2006). In this paper, however, Malay pop songs is

known as a genre of local pop, whereas in the North
Sumatra it is called as Gambus, in West Sumatra it is
more popular as Dendang, while in Minahasa or
Manado it is generally reknown as Pop Melayu. All
of these genres better known as typical hybrid music
due to the commonalities that they shared, for
instance, the particular local style of singing, the
lyrical style which is traditionally in the form of
pantun, i.e. a local strophic poem, as well as the
instrumentation and its techniques. Moreover, it has
social impacts such as highly moral value transmitted
down from generation to generation through their
musical culture.
The musical hybridity regularly emerged from the
remarkable mixed elements of foreign musical
cultures and the local elements that might already
there in the local culture of people long before they
merged and become a new genre that in this paper was
mentioned as Malay Pop Songs.
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Accordingly, hybridity in popular music is
physically transparent since it is touchable and the
instruments as the medium musical are also playable.
Meanwhile, its non-physical elements can only be
listened to which then we might called it as the
musical idiom (Burke, 2016).
As it might be supposed, hybridity is a term
adopted from botanical science to describe the
assimilation of culturization considered as a natural
phenomenon. From this point of views, it is suggested
that the concept of hybridity might provides further
possibility for the cultural transformation known as a
discourse that perhaps unlikely to be understood as an
unexpected consequences (Burke, 2016).
In its micro perspectives, hybridism supposed to
be recognized as a process of division into three
phases or three-momentum. The first momentum
occured due to the cultural convergences through the
people movements or through books and other
artefacts, such as paintings. The second momentum
sometimes occurred on the occasion when another
cultural event happens. The third momentum
happened due to an integrated event which started
over with a convergence (the shape of unification)
visible in the fine arts and literary arts. This cultural
translation happened in the third momentum, in terms
of adaptation and cultural acceptance which is called
as something of a new type of genre (Burke, 2016).
Despite of hybridism, there is another term known
as syncretism which describes the occurring cultural
contact process between different musical cultures
that create a new musical idiom. There is a new
category so-called diasporic music that has become a
new trend of study extended from ethnomusicological
study object known as traditional music. Diasporic
music is also known as hybrid urban popular music.
According to Mark Slobin, as cited by Born and
Hesmondhalgh, there are three culture levels related
to national music culture. There are superculture,
interculture, and subculture. Three of these terms are
included as cultural studies and discuss hybrid culture
in the context of ethnomusicology and popular music
studies. Malay pop songs is included as trans-national
popular music category which has the hybridity traits
as an attached concept. According to Simon Frith,
popular music experts have changed the meaning of
hybridity to a new type of authenticity (Born and
Hesmondhalgh, 2000).
For example, in general popular Melayu musics,
it is found that hybridity in singing style comes from
the influence of Alqur’an recitation. Meanwhile from
the utilization of its musical instruments such as
violin, flute, accordion, gambus, and many more,
Malay pop songs is certainly can be classified as
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hybrid music. Finally, the dynamism of songs
characteristics, the identities of linguistic and musical
expression will be elaborated here as to further
understanding the local local contexts as well as of
cultural identity, social expression, individual music
preference, etc.
Identified problems. In this comprehension, we
were invited to deeply think of musical interpretation
not only in terms of the music function and its cultural
context but also it social relation that provide
different contextual meaning as well. Moreover there
are possibilities as if the differences of shared values
are possibly resided in one context, even though there
are potentials as if there are musical preferences
between individual to individual musicians. In order
to further elaborating the genres then it is indeed
necessary to answer these questions below: 1. What
were the most of characteristics of Malay pop songs?
2. What were the significance musical expressions of
Malay pop songs? 3. How to describe the linguistic
characteristics and identities of Malay pop songs?

2

LITERATURE STUDIES

In this study several references were cited in order to
elaborate the discourse of musical style and the
sonority of the Malay pop songs and its
heterogeneous preexisting local musical style of Deli,
Minangkabau and Minahasa. It was certained that
specific identity in form of musical styles found in
different names. Malay pop songs of Deli was known
as gambus, in Minang it is known as gamat and in
Minahasa a call and response known as apotaria can
be used as a comparison with some exceptions.
Because the Minahasa styles could possibly have lost
its Malay elements such as pantun and its melodical
cengkok (vocal inflection). Overall, however, the
result of the object analysis shows that the most
visible style differences can be found mostly from the
individual singing style that exposed the differences
in sonority, timbre or the vocal quality of the singers.
Ian Cross (2003) explains music and local culture,
which affect its local musical characteristic in itself.
The then arising issue is how to comprehend the
musics with the local culture context. Naturally it is
necessary to overview the genre from the history,
value, convention, institution, and technology that
enable us to see the music to its cultural context
(Cross, 2003). Some of the readers may be confused
with the plural of “musics” and not singular “music”.
Recently in the discussion of local music we found
that it was categorized as world musics’ (with plural
‘s’) rather than just music. The term of “musics”
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however utilized because it is referred to music
diversity. Ian Cross explains more that music, at first,
is regarded as a singular phenomenon, which has the
relationship to human biology, mind and behavior.
However, in a second view, music become musics, a
diverse, multiple, and unknowable form within a
single unitary framework (Cross, 2003).
It is certain then that this sub-genre of music has
various characteristics of different local attributes in
each local regions. It also provides several social
functions, such as for ritual, ceremonial and festival.
Henceforth, in order to understand its characteristics,
it might not be separated from its cultural contexts.
Local pops are repertoires of songs created by the
local composers, involving local musicians and
singers in order to fulfil the musical taste of millieu
of society. In general, this subgenre of music contains
some typical music characteristics, and in its
development, it becomes a distinctive local pop music
style. Malay pop songs of Deli, better known as
gambus, although it has the same employment of
lyrical poems and rhymes which is similar to that of
the other local Malay pop songs, somehow it is
always have unsimilarity of musical elements from
one to another, for example the difference of technical
playing style of certain instruments.
In a recent discussion of the social functions of
Malay pop songs it was concluded that the genre had
lost its popularity and it was certained only some
elements were left in its very last function of music
for festival (entertainment function). However,
sometime in the 1950s, the ritual function of
“Manumbai” song was closely related to the
honeybees pickup ritual and traditional sickness
healing ritual called “Buang Ancak”. Riau traditional
song entitled “Makan Sirih” which was created in
1957 by Nizami Jamil and Tengku Syamsuddin,
known as a ceremonial song to greet the arrival of
influential guests. It was the same with that of ‘Mak
Inang’ that was utilized as entertainment for nobles
and princesses and ‘Joget’ that was functioned to
entertain all the guest in a social party.
A prominent musician of Gamat of Minang, in his
PhD dissertation assisted that a well recognized song
entitled Kaparinyo had its characteristic of 17th
century Portugues Cafrinho that was introduced to
Padang, West Sumatra, by people of Bengali and
people of Indian Tamil (Martarosa, 2017).
The questions emerged as of how to enable us to
understand the social function of music in a society?
Alan P. Merriam once made a statement which
brought us to his explanation of how he once said that
music is a universal behaviour (Merriam, 1964).
While John Blacking explained the function of

traditional music in society culture more clearly
through his comment when he said that every known
human society has what trained musicologists would
recognized as ‘music’ (Blacking, 1995).
The other definition of the function of music in
society is clearly described by Ian Cross that music
can only make sense as music if can be resonated with
histories, values, conventions, institutions, and
tehcnologies that enfold them, and it can only be
approached trough culturally situated act of
interpretation (Cross, 2003).
A young scholar of Malay original chants
(Nyanyian Melayu Asli) named Tengku Ritawaty
(2016) expressed more about the singing style of
Malay pop songs reknown as cengkok (vocal
inflections) which was according to her studies have
correlated techniques to some specific notes
ornamentations. Her dissertation entitled The
Development of Curriculum for Learning and
Teaching of Malay Original Chants in Formal
Institutions of Education (UPSI, 2016), was very
impressive and some of it had had helped improve
this article as well.
Vocal inflections as part of quality of singing can
only be obtained by individual singers through plenty
of elaboration of singing styles and techniques as well
as from understanding, participating, and extensive
experiencing in music practices. Specific skill in
understanding as well as creating of the pantun text is
a must in order to show his or her genuine expression
in comply with the typical vocal sonority and of
expressive individual singing style. It should be noted
by students of Malay pop songs that sonority and
individual singing style can only be achieved by
constant practicing and listening to the past songs
from legendary singers. Due to this reason, it is
suggested for them to listen as many as to past famous
singers singing style.
Moreover, it should be emphasized here,
however, that learning in singing style of Malay pop
songs should be done with consistency through
listening comprehensively to the best legendary
singers of the past in order for her or him to build her
or his own individual vocal sonority, individual style,
and individual vocal articulation quality of the most.
Not all of the past legendary singers have inbornsonority voices, it means that the clear voices as an
addition of extra musical abilities might obviously
made them famous future singers. Many more of
them achieved their popularity from a consistence
practice in voice training.
It should also be mentioned here the assumsion of
possibly correlation between vocal inflection in
Malay pop songs with that of vocal inflection in
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Quranic recitation. This relationship can be traced
back sometime since the influence of Arab that
emerged in 7th century Acheh and then widespread to
almost all of the Malay Peninsula. This followed by
the emergence of pantun, gurindam, and syair which
was certainly of Arabic literature and culture
influences.
Lili Lehman, a vocal teacher in Prague
Conservatory commented out that it is essential for all
who wish to become artists to begin their work not
only in singing but also in tone production, in Malay
pop songs singing, for instance to practice Quranic
recitation (Lehmann, 2006).
In addition with that W.E Haslam pointed out that
the voice that is produced badly or emitted becomes
worn fast, and is easily fatigued. Using an additional
exertion of physical force, the singer generally
attempts to conceal its loss of sonority and voice
stability (Haslam, 2007).
Melismatic in Malay pop songs normally in form
of syllables in texts sung in legato, with or without
accent, in some notes or even some measures within
one breath. In medieval chants it is known as musica
ficta which refers to any notes or measures with
accidentals notes that follow (Bent, 2002).
It was assumpted therefore of the importance of
vocal practice to stabilize sonor-voice quality. In
practice, normally students had their own method of
producing sonor-voice quality. It might be expected
that singers, in general, were also shared the same
experiences when utilizing the imitation method
practice from the past Malay pop songs singers.
Overall, the best sonority and vocal uniqueness were
one of the natural gifts and individual characteristics
that need to be developed.

with interviews. Although newest books and journal
specific to this topic were hard to find, the older books
which related to and compatible with the topics
become important to this study.
*) This article thus provided us with the results of
the object analysis in the form of description on
accounts of discographical studies. Discographical
study is a study of recordings catalog in form of audio
recordings and audio-visual recordings. In
ethnographic study it is normal to provide the
description of music recordings, especially
recordings from certain artist or composers. Even
though not all of the expertists of Malay pop songs
have any discographic documents because they used
to be more active as stage artists and not as recording
artists. However some of them were active artists of
both of stage and recording artists. The discussion
then be elaborated as followss.
Any text or material outside the aforementioned
margins will not be printed.

3.1

Object Analysis of Pantun

The Malay language dissemination to the whole
nation believed to begin since the influence of the
Sriwijaya Kingdom was spread out to the whole
nation. Located in Palembang the kingdom was the
center of commerce and Malay language was widely
used as trade communication throughout the
archipelago. In the seventh century, accordingly
Malay language had become a kind of lingua franca.
Pantun can be described as a series of rhyming
stanzas, generally utilized as figurative expressions.
Below is an example of pantun found in Malay pop
song entitled “Si Hitam Manis”:
'Si Hitam Manis'

3

OBJECT ANALYSIS AS A
METHOD

It should be understood that object analysis was to
discuss musical elements found in Malay pop songs
of Deli, Minangkabau and Minahasa styles. The
object analysis done based on the transcription of the
recordings and its interpretation of the five main
musical elements that consist of background,
sonority, musica ficta, articulation, and expression.
*) In coincidence with that the writers had
elaborated specific knowledge, skills, and expertise
not only with the help from the experts in the field,
but also from the literature reviews related the
scientific data that support theoretical study of Malay
pop songs. All of these then was triangulized such as

194

Kiri jalan kanan pun jalan
Ditengah-tengah pohon kenari
Kirim jangan pesan pun jangan
Kalaulah rindu datang sendiri
It cannot be denied that this pantun is familiar to
teenagers and young people who are falling in love.
Something in common to learn from this pantun is
that the first two lines of every verse are called
sampiran, while the third and fourth verses are the
main contents (isi) of the pantun. This kind of
structure can be categorized as the basic structure of
pantun or the simple form of rhyme.
Most of popular music, such as country, western
pop, rock, punk, soul, and hip-hop have rhymes.
Rhymes fulfil our lives, which is full of idiosyncratic
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echoes and relationship both intimate and general, as
can be seen in rhymes located in playground, bed, or
the internet. The popular era of rhyme has already
passed for them who only half-listen. This book by
Caplan recommends us to open our ears and find this
amazing rhyme culture again. From here, it can be
comprehended how rhymes, including pantun,
functional inside and outside of specific literature and
music genre, not only in individual works but also in
the culture itself (Caplan, 2014).
The definitive meaning of rhyme in hip-hop and
the classical form of pantun is very different though.
Contemporary hip-hop, often utilizing rhythmic
gestures and rarely emplyoing consistently the same
rhyme forms all the way through. On the contrary,
rhyme in pantun used the rhythm consistency of every
last syllable between sampiran (the first two lines that
are seemingly unconnected statement) and isi
(contain a message or lesson) sections. It indicates
that rhyme in hip-hop is unrestraine on rules (bersifat
bebas) that therefore it is seemingly more suitable to
the American literary culture. However, the art of
pantun is more suitable with the early development of
oral literary culture in Indonesia long before the
establishment of modern poem and poetry. TS Eliot,
in his poem entitled “Love Song of Alfred Prufrock”
mentions that the modernism does not disregard
rhyme but rebuild its technique (Caplan, 2014).
Moreover of the similarities between pantun and
rhymes in hip-hop, both of it may express the
happening of a particular condition. One of the
examples can be found in "Kadendate" (a traditional
call-and-response singing of Palu, South Sulawesi)
where the singers capable of creating spontaneous
rhymes of what they seen instantly. The same
phenomena can be found in contemporary rhyming
culture of hiphop rhyming.
What can be reflected from the above object
analysis of pantun is that there might be possibilities
that pantun culture can still be revitalized and
developed like that of rhymes found in hiphop,
however, it needs to improve new verses system, new
challenges, and new connections. Once these ideas
should be materialized, the art of pantun would
developed and composers might employ the
opportunity to experiment on the arts of pantun based
on three points mentioned above.

3.2

songs both in its instrumentation as well as in singing
style which is utilizing vocal inflections as the
qualities of musicianship of the singers. Below is
some examples of major vocal inflections found in
the history of music.
Grace notes is known as one of decorative vocal
inflections, which is played fast before the main tone
and is utilized to make the main note sounds more
expressive and colorful.

Figure 1. the example of Grace Notes

3.2.1 Passing Tone
Passing tone is one of ancient non-harmonic tones. By
the definiton, passing tone is a non-harmonic tone that
is approached by step (conjunct motion) from a chord
tone and resolves by step to another chord tone
without a change in direction.

Figure 2. the example of Passing tone

Neighboring tone is included as one of the ancient
ornamentation tones which only have the stepwise
motion. Meanwhile, the suspension tones belong to a
type of neighbouring tone that always appeared in the
strongbeat and is always as the same dissonant tone.

Figure 3. The example of Neighbouring tone

3.2.2 Pitch Inflections
In the early history of music, the utilization of flat and
sharp tones in keyboard was not written on the scores,
while usually the singers recognized them when to do
the pitch inflections of the composition.
Lines of Poetry

Object Analysis of Vocal Inflections

The very basic components in music are pitch,
duration, and loudness whilst the most important
quality in music is timbre or tone quality. These
qualities extraordinarily can be found in Malay pop

Figure 4. The example of poetry lines
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In Bach Chorale notes with fermata above give
explanation of the end of poetry lines, which indicates
the end of a verse in the song.

3.3

Object Analysis of Song Form

Pantun in Malay pop songs naturally consist of four
verses, AABA. The first line is called antecedent (the
question) or the calling sentence while the second
verse is called consequent (the response). Second line
is similar with that of the first line but ends in tonic
which means the responding sentence. If the third
verse is not a repetition from the first melody, it might
be a new contrasting sentence with new melody. The
third verse is ended with supertonic or dominant
similar to the first verse. Sometimes, the third verse is
in contrast with the first and second verse. Otherwise,
it is only a repetition from the first verse. The fourth
verse normally identical to the second verse and
ended up with tonic do.
Generally speaking, the second verse is a
repetition from the first with a little alteration (if there
is any). The verse B is a contrasting theme which
usually be mentioned as chorus. There are posibilities
for the verses in B to change despite the similarities
from the previous verse and it also does not always
have to end up in tonic. In AABA song form, the
melodic verse can be the ‘call and response’
sentences. If there is any melodic verse which is the
calling sentence, it usually followed with responding
sentences which is usually called with an antecedentconsequent melody. As it is mentioned above, the
melody pattern can be identical or diversed, it can
even be the repetition. The song verse is always ended
up with a cadenza (cadence) and a fermata.

3.3.1 Object Analysis of Musical Textures
In musical term, texture means the whole effect of
interaction between melody, rhytm, timbre, and
harmony. The texture that is known in music consists
of monophony, homophony, polyphony, and
heterophony. There are two categories in homophonic
music, that are rhytmic unison which is usually called
as homorhytmic and melody with accompaniment. In
rhytmic unison, the melody and its accompaniment
are processed simultaneously even though sometimes
there are melodic filler that is played by violin, flute,
and accordion. In Malay pop songs, the generic
format is vocal melody with accompaniment. In this
musical texture, the vocal melody is dominating the
accompaniment.
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Figure 5. The antecedent phrase of Hitam Manis song

Mostly, in this sense, the domination of vocal as
the main melody is extreme. This domination
becomes the main focus, not only as a musical
character but also as the musical aesthetic as a whole.
This strong musical characteristic would make people
to recognize the Malay pop songs in general very
easily, although it is difficult to differentiate musical
characteristic between the existing genres.

3.3.2 Object Analysis of Cengkok
In Gregorian chants there is a musical term called as
musica ficta, which is somewhat similar to cengkok
in Malay pop songs. Cengkok is normally utilized as
personal improvisation on a melodic line so it is
certain that capabilities of every Malay pop singer is
differed due to its personal traits. In contrast with it,
in musica ficta, generally found in Baroque and
Gregorian chants, there is no individual improvisation
characteristic because basically, the composers wrote
down the inflections on the scores.
This study does not mean to equate cengkok
(vocal inflection) with musica ficta because cengkok
in Malay Pop songs is unrestrained by musical rules
(free inflections) and which usually utilized as
individual performer accidentals, while in medieval
music, specifically in ‘Aria’ (part of opera), musica
ficta are mostly used as editorial accidentals (written
melismatic).
According to Malay pop songs singers and
musicians cengkok is like flowers to the melody
(melodic inflections). Yet there is a difference
technicality in the production of cengkok and musica
ficta, even though both of it obviously have the same
foundation function, that is to beautify the melody. It
should be realized that in Malay pop songs singing
without cengkok is definetely weird (such the case
not found in pops Minahasa, though), the reason is
that because the quality of Malay pop songs singers is
measured by its individual cengkok singing skills.
So, the readers can easily recognized the singers’
capability by observing the soft, sensitive, and
melancholy type of cengkok that different to that of
the singers with the brilliant and sharp cengkok type.
This is usually related with the singers personality
and the listeners musical taste to judge the aesthetic
values of a performance.
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However, what can be described here is that it is
definitely true that in Malay pop songs, many of song
characteristics and genres required different type of
cengkok elaboration. There is particular situation
when a song required specific type of cengkok with
more soft nuance, seductive, varied with vibrato, and
does not required accentuate type of singing or
stacatto. It is to say to some extend that the eloquence
of a melismatic melody in this sense is to extremely
elaborate the melody with elaborative streching of the
syllables in the verses as beautifully as possible in
order to provide more seductive impressions to the
listeners.
There is another point to confirm that in Malay
pop songs, cengkok is one of the most significance
musical expression element and certainly the most
significance characteristic that signifying its
genuineness. Cengkok is thus the most unique traits
that differentiate this genre from another type of local
pops found in Indonesia. It also provides the quality
of the singers if he or she could exhibit the balance
between sonority and skills in quality of singing of
Malay pop songs.
Every Malay pop singer should comply its own
specific and unique traits of cengkok. This unique
traits in so many senses affected the singers style in
making its own type of cengkok. The particular
formula about ‘how to produce and beautify the
cengkok,’ however, could not
be specifically
explained here. Nevertheless, it should be
emphasized that the spirit of understanding and
expressing a high sense of song text is the key.
Cengkok is an individual style, means that every
singer has its own style depending on his or her
abillity to create melodic ornamentation on the
existing melodic lines. Moreover, it has been pointed
out that the skill of the interpretation of a pantun text
is highly recommended.
As it was mentioned above that in Western music
theory, the synonym of cengkok is musica ficta, that
is an ornamental melodic line sung in melismatic.
John Stainer and William Barret categorized musica
ficta as one of necessarily most elaborative and
complex singing technique. Elements of musica ficta
normally be written on a chant or melody in forms of
some notes that embellished a syllable without having
certain notes (extended syllable) (Stainer and Barrett,
2009).
A further explanation of melisma can be described
as follows, a syllable can be sung on more than one
note (syllable extension or melisma) and also two
consecutive syllables of different words can be
connected to the same note. The punctuation of the

lyric has to be attached to the word before the graphic
extension or melisma (Susan et. al, 2005).
Meanwhile, Oxford Dictionary of Music (2006)
explained that a melisma is a cluster of notes to be
sung to a syllable. It is a bit difficult to write the exact
notes for cengkok due to the difference type,
interpretation, and skills of the cengkok that is
individually sung by the singers.
After listening, observing, and analysing some
examples of repertoire from Malay pop songs and the
existing discographic object analysis study such as
gambus, gamat, and joget, it can be commented out
that certain Malay pop songs have it form of cengkok
ornamentations as follows:
Acciacatura: a kind of grace notes in the form of
a note or notes which anticipate the existing notes
from the song syllable. It normally combined with
another vocal technique named double or triple
appogiatura.
Appoggiatura: It is also included as one of the
grace notes which is followed the notes before or after
the existing note. Appogiatura is one of the essentials
notes found in almost Malay pop songs. Hence, it is
necessary that every Malay pop singer should
mastered this technique. According to Baird, the
definiton of appogiatura is: “Of all the ornaments of
singing, none is easier for the master to teach or for
the student to learn than the appoggiatura. In addition
to its pleasing quality, it alone in the art enjoys the
privilege of being heard frequently without becoming
tiresome to the listener, so long as it does not exceed
the limits of good taste as prescribed by those who
understand music.” (Julianne C. Baird, 1995. p. 88).
It should be noted here however that in Malay pop
songs, appoggiatura is generally unwritten but is
sung when a singer expresses to a cengkok as an
individual singing styles. In Malay pop songs, the
function of appogiatura is:
As a connector between melody to make it more
sonorous and also performs the sole identity of Malay
pop songs. This kind of expression creates the sense
of melismatic characteristic of Malay pop songs due
to the utilization of legato/slur and staccato.
As a melodic filler that enriches the flexibilty of
the melodic lines so that it does not feel like empty at
all. To enrich the harmony variation by elaborating
passing tones horizontally towards the vertical
harmonic notes. To produce a more lively and
brilliant melody within Malay pop songs. Instead of
appogiatura, there are also trill in melismatic or
syllables extention contexts which is included as one
of the Malay pop songs characteristic. As the results
of object analysis in some Malay pop song
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repertoires, it can be found that the method to insert
‘trill’ in Malay pop song are as follows:
Appoggiatura usually elongate the first note of the
melody and is sung louder than the following melody.
To make a appoggiatura as a longer variation, it
is normally started with the softer voice, followed by
cresendo and decresendo troughout the melody.
If appoggiatura is located on the strong beats, it
usually followed by the accented notes.
Typical a long melody is usually preceded by
appoggiatura. However, as an exception not all
appoggiaturas in Malay pop songs are followed by
grace notes and trill.
Mordent can also be found in Malay pop songs
repertoires. Mordent is an ornament comprises of two
types, namely upper mordent and lower mordent. In
spite of it is theoritically unwritten in Malay pop
songs, however, it is practically often be sung.
According to object analysis of the repertoire
examples and current discographic study, it is found
that another existing ornamentation is slide notes, i.e.,
notes to be slidden towards the main notes in a slur
technique. In contrast with that of appoggiatura,
these slide notes is always moving in stepwise.
Similar to that of appoggiatura, however, slide notes
is also consisting of two or three notes lead to the
original notes of the melody.
Trill, known as the swirling notes, is often unseen
on the scores. Although it is theoritically unwritten on
the scores, however, all of the Malay singers
intention is to produce a soft and memorable sound,
not too excessive though, so that it expressed the
pleasantness of the melodic lines. All of the new
singers must be able to create trill in certain syllables
in order to produce the most beautiful voice
inflections. However, it should be noted here that if a
'trill' is anticipated by an appoggiatura, then the
appoggiatura has to become the first note of the 'trill'.
This article does not elaborate the examples of such
notes ornamentation in a specific order but the reader
should explore its listening comprehension to the
genre in order to understand the object analysis of
these kinds.
Furthermore, such addition notes found in the
discographic object analysis showed that some of the
ornamentation notes were contributed to the
establishment of cengkok that created its own shared
values in Malay pop songs.
From the study of object analysis above it can be
concluded that cengkok in Malay pop songs is the a
highly specific individual trait of unwritten notes
ornamentation that mightbe described as the so-called
a free improvisation. Cengkok might occured in the
elongation of syllables which generally unwritten and

198

sung in melismatic (utilizing slur or legato). Cengkok
is similar to that of a musica ficta and constituted as
the typical characteristic of Malay pop songs sung in
profoundly melismatic.

3.4

Object Analysis of Articulation

The articulation in singing the syllables in Malay pop
songs is unique and different from the daily
pronunciation of formal languages. The authors
opinions and ideas of articulation in these studies
were concluded from a selective ideas of a semi
structural interviews and the field notes.
To begin with, all the articulation of the Malay
pop songs text is as the determiner of the expression.
It means that the correct articulation will define the
text more clearly to the audience. Although it sounds
normal, in contrast, it needs specific practice for a
singer to be capable of precise articulation. It is
suggested that to do consistent vocal practice is a
necessary requirement to achieve clarity and purity of
articulation. The ability does not apply naturally, but
is achieved through consistent vocal training. The
tone quality is applied naturally, but the clarity of
articulation should be trained due to it correlation
with corrected text pronounciation.
It is understood that Malay pop songs singers
should conveyed with the correct and clear
articulation in each syllables so that the words are
better perceived by the audience. In another words, a
good articulation will gives impression of a clear text
articulation so that the musical expression of the song
can be delivered beautifully.
To be specific, it should be emphasized here that
the significance of vocal practice to gained clarity and
purity of articulation is prerequisite. The indication of
readiness in singing comes from the feeling of
comfortable that can be achieved with a constant
daily vocal practice in certain time. Usually singers
uses the solfa technique, which consists of do, re, mi,
fa, sol, la, si, and do to trained their vowels
pronounciation
(vocalization).
Within
solfa
technique, only vowels a, i, e, o are available, while
the word ‘u’ gives less attention. It is not a
coincidence if the vocalization of ‘u’ is easier to reach
rather than other vowels.
It should also be emphasized of the significancy
of consistence voice training and such to avoid things
that will corrupt the vocal chord, like the occurence
of voice stroke. There is also an interesting opinion
that vocal articulation abillity can be gained from the
childhood Alqur’an recitation experience. Although
there is no scientific explanation of it yet, this opinion
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is reasonable, in one possible thing since cengkok and
articulation are also trained in the Quranic recitation.
If it is examined in vocal articulation theory, Lilli
Lehman, a vocal theorist, explains that all vowels
must keep their point of resonance uninterruptedly on
the palate. All beauty in the art of song, in cantilena
as well as in all technique, consists chiefly in
uninterrupted connection between the tone and the
word, in the flexible connection of the soft palate with
the hard, in the continually elastic adjustment of the
former to the latter. This means simply the elastic
form, which the breath must fill in every corner of
resonating surface without interruption, as long as the
tone lasts (Lehmann, 2006).
The abillity to sing the articulation or diction well
is a part of the unseparated vocal technique that must
be learned. The dynamic control, accent, timbre
control in singing expression are also included in the
aspects of vocal technique.
Harriete Brower argues regarding the definition of
vocal mastery. It is said that to become a master in
vocal, one has to develop his voice that it is under
complete control and then he can do with it
whatsoever he wishes. He must be able to produce all
he desires of power, pianissimo, accent, shading,
delicacy and variety of color (Brower, 2005).
Further explanation of the importance of
articulation or diction is also defined by Herriete
Brower (2005) by saying that the greatest thing about
a song is the words. Words inspired the music, they
were the cause of its being. Imagine, when once
words have been joined to music, how other words
can be put to the same music, without destroying the
whole idea. The words must be made plain to the
audience. Every syllable should be intelligible and
understood by the listener. Diction is so absolutely
paramount.
Moreover, Herriete Brower also describes that the
satisfactory diction creates something deeper than a
song itself. It is the giving out of one's best thought,
one's best self, which must animate the song and carry
it home to the listener. It touches the heart, because it
comes from one's very inmost being, a creature of
mood. One cannot sing unless one feels like it.
Brower furtherly explain that the singer have to be
inspired in order to give an interpretation that shall be
worth anything (Brower, 2005).

3.5

Objective Analysis of the
Expression

Flat expression in singing Malay pop songs is not
recommended here but on the contrary expression is
another significance objective to be gained by the

Malay pop singers. The objective can be achieved by
intimacy (rote memory) to the songs and to its
musical structure from its introduction, transition, as
well as to the instrumental parts. For instance it is
suggested to consider that in certain types of Malay
pop songs, the introduction section is very
significance, utilized not only as the song
introduction but also as the guidance for the singers
to go through the actual melody.
It should be pointed out here that the autonomous
understanding of all musical aspects in introduction
section of the song is very important. Some mistaken
might unconsciously occured when the musicians
failed to cooperate with the singers. From the ideas
above, its also clear of how necessary for the singers
to be able to relate the unity of cengkok and song text.
These two elements have close connection to the
feelings, emotions, and appreciation when the singers
expressing the Malay pop songs text.
Furthermore, to be more specific, the authors have
provided to the readers with further explaination of
the relationship of the text with feelings, emotions
and appreciation in order to give birth to good
expressions in Malay pop songs. Suzanne J. Beicken
argues of how the singer should have to understand
the text of the song. Therefore the singers should to
rote the text throughoutfully before starting to sing it
in order to be able to express its meaning. On this
point, as pointed out by Beicken, ignorance or
carelessness is no excuse. Accordingly, musical
notation cannot represent all the fine points of
expression which the affect demands: the art of
declamation must make up for this deficiency
(Beicken, 2004).
It is understood then that when several notes are
sung to one syllable, the performance is called
melismatic singing. Every long or short extension of
a syllable contains more than one note is called a
melisma (Beicken, 2004). Due to this reason, the
melismatic character and its relation with the text is
comply one to the other. When there is long
melismatic does occured, the correct calculation is
needed for intersect the syllables in each breathing. In
singing, the intersection of syllables caused by offbreathing should be avoided.
There is also another fact that singing is an art
typical with the expression directly from the heart.
The emotion, feeling, and expression are the human
pure elements. Furthermore, it is said that instincts
have a prominent role for every singer to express
emotion and feeling with voice. For this utilization of
the voice to take effect on the character of melody, as
distinguished from ordinary speech, it expressions
should also purely instinctive (Taylor, 2007).
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In addition, in the essence of artistic point of view,
art itself is different from the reality, but the depiction
of the reality through profoundly meaning in the art
that is understood by people. To reached emotion of
the artistic substance is therefore quite significance.
In that case, D.C Taylor mentioned that art is not
reality. But art is the ability to portray reality through
the comprehension of all the emotions that any person
may be forced to encounter. To acquire the ability to
simulate the entire gamut of human emotions, which
far exceeds what any individual can ever expect to
personally encounter, is to successfully play one's
craft to its fullest artistic realization (Taylor, 2007).

4

CONCLUSIONS

Firstly, it should to be revealed that as the literature
artwork, pantun must be fullfiled by a criteria as one
of the pinnacle of intangible heritage of Malay
culture. According to Mohd. Rashid Md Indris
(2011): “Pantun is known as an old Malay poem that
not only full of meanings but also full of aesthetic
values. These aesthetic values available when the
listener are sensitive to the formated structure and its
language style in a piece of pantun. The formated
structure is not build arbitrarily but it needs
consideration and sensitivity in all of its aspects,
including the lexical preference, syllables, and the
limited verses.”
Secondly, in Malay Pop Songs, the musical
texture normally followed the pantun formal
structure, that is A-A-B-A. The melodic lines that is
dominated by vocal as the main melody has become
the main focus not only in it musical character but
also as the musical aesthetic as a whole. All of these
musical characteristics provide people to recognize
Malay pop songs in its general context.
In contrast with musica ficta, cengkok is more
freely, and basically included as a personal musical
trait of individual singer. Because of the eloquence of
cengkok sung in melismatic, thus the elaboration of
melody with elaborative stretching lines of the
syllables provide us with a seductive impression.
Finally, articulation of Malay Pop Songs should
be applied naturally, the tone quality should have the
clarity of articulation and correct text pronunciation.
As a suggestion then, it should be noted that the
genre which is in fact can be classified as one of the
oldest type of popular songs should eventually be
preserved. Moreover, in order to sustain the existence
of this genre, a formal action in form of transmission
is very significant to be taken.
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Abstract:

Since the emergence of celadon, there have been thousands of years of history. The glaze of celadon is also
diversified by a single, and there is a lot of geographical features of the kiln. The innovation of glaze has an
important influence on the development of celadon. The main research of this paper is a rich wood-leaf glaze.
At first, this kind of wood-leaf glaze can only be applied to the black jizhou kiln porcelain. The material is
generally mulberry leaf directly attached to the surface of the green body after being processed and fired.
After the porcelain is formed, the composition of the leaf is golden and has a high ornamental effect[2].
Because of the uncertainty of the blade itself during the firing process, the success rate of firing is very low,
and the yield cannot be predicted at all. In this project, a kind of glaze that resembles metal glaze with golden
color, simple color and no obvious luster is prepared by researching and analyzing the chemical composition
of mulberry leaf.This type of glaze can greatly reduce the problem of high lead content in metal glazes. The
wood glazes studied in this topic are fired at high temperatures and can be applied not only to celadon
decoration but also to various daily-use ceramics and the decoration[1].

1

INTRODUCTION

It is a fusion of natural with nature, and the
production of wood-leaf cup is entirely a result of the
wisdom of nature and the ancients. There have been
more than 1,200 years of baking history since then, of
which black glaze porcelain was the most
representative. Because of the uncertainty of the
leaves in the firing process, each samovar will have a
different shape, and the yield is very low, and the
wood-leaf cup have been loved by the public. Then,
after the burning of the wood-leaf cup, people
continuously carried out research experiments to
complete the re-burning of wood-leaf cup[3]. The
golden leaf color of the wood-leaf cup is consistent
with the contemporary rustic style. This study
prepared a wood leaf glaze with golden wood leaf
color by analyzing the composition of the wood leaf
glaze and firing experiments[4]. The traditional
wood-leaf cup is only shown by the black undercoat.
This study will use traditional celadon as the
experimental object[5]. By controlling the content of
iron and rare metals in the glaze, the wood-leaf glaze
can be incorporated into the celadon to make it more
vivid and beauty. The research results of the project
can be widely applied to more porcelain decorations,
and can also be used as a glaze with metallic color.

The wood leaf glaze is burned at a high temperature
and is different from the low lead glaze containing
high lead content. Glazes need to be fired at high
temperatures, so they are lead-free and non-toxic and
can be widely used in the processing of daily-use
ceramics. The research has a high research value and
has huge market potential
Be advised that papers in a technically unsuitable
form will be returned for retyping. After returned the
manuscript must be appropriately modified.

2

EXPERIMENTAL STEPS AND
CONCLUSIONS

The color of the glaze needs to be matched with the
use of high iron content mud, which helps the hair
color of the leaves. The thickness of the glaze layer is
about 0.5-0.8mm, and it is fired in an oxidizing
atmosphere. The firing temperature is about 12501300℃. Too high a temperature is not good for the
emergence of the of leaves color. The electric kiln is
in full compliance with its firing standards, so it is
possible to abandon the traditional firewood kiln and
gas kiln. The electric kiln is easy to operate, easy to
operate, the heating curve and atmosphere are
relatively stable, and the finished product rate is high.
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2.1

The Data Collection

Table 2: Reference Values (Values Rounded):

The wood leaf glaze is prepared by replacing the
chemical components in the mulberry leaf with
mineral chemical substances. The data of Table 1 can
be obtained by examining the chemical composition
of the glazed glaze minerals in the wood leaf aphid
product at different temperatures:
Table 1: The energy spectrum analysis of the glaze surface
after decorative wood leaves.
T/℃
CE
SiO₂
P2O3
Fe2O3
Al2O3
Cr2O3
MnO
MgO
CaO
K2O

800

950

35.
88
6.2
9
0.3
2
2.6
9
1.9
5
0.8
4
4.9
8
35.
20
9.9
7

42.7
5.80
0.49
3.78
1.61
0.72
3.20
30.0
1
8.89

105
0
49.
30
4.5
1
1.0
0
7.5
8
1.0
8
0.6
9
3.0
1
22.
17
7.3
7

115
0
57.9
3
2.72

120
0
58.1
0
2.62

125
0
58.3
5
2.54

Name

Ass
ay
valu
e

Mol
ecul
ar w
eigh
t

Qu
otie
nt

SiO2

60.1

P2O3

35.8
8
6.29

Fe2O3

0.32

Al2O3

2.69

Cr2O3

1.95

MnO

0.84

0.5
97
0.0
4
0.0
02
0.0
3
0.0
1
0.0
1
0.1
2
0.6
3
0.1
1

142.
3
159.
7
102
294.
2
70.9

2.49

3.76

4.64

MgO

4.98

40.3

10.8
6
0.74

13.3
5
0.66

15.4
6
0.58

CaO

35.2
0
9.97

56.1

0.68

0.63

0.59

2.74

2.39

2.28

15.5
8
6.01

11.8
7
4.39

10.1
1
4.26

According to studies, we can choose the specific
gravity of raw materials at 800℃ to calculate the
specific gravity of each component of the wood leaf
glaze. Calculation of wood-leaf glaze type. Through
the energy spectrum analysis of the wood leaf glaze
in Table 1, the wood leaf glaze type can be calculated.
a. Calculate the number of constants for each
chemical formula in the glaze. The analytical values
of each component are divided by their corresponding
molecular weights to obtain their respective
quotients. Each quotient is divided by S (the sum of
basic component quotients to be added) to calculate
that each component is in glaze type Constant
number. (Table 2). b. According to the calculated
number of constants, the wooden leaf glaze type is
listed. (figure 1)

K2O

94

Bas
e
ele
men
t

S

The
const
ant
numb
er
0.69
0.05
0.002
0.03
0.01

0.01
0.12

0.01
0.
8
7

0.14

0.63

0.72

0.11

0.126

Figure 1: wood - leaf glaze type.

Calculate the weight percentage of each
ingredient in the recipe. a. According to the glaze data
format of Figure.1, the weight percentage of raw
materials used for preparing the wood leaf glaze was
calculated. In view of the cost, all oxides cannot be
used in glazes, and there are many sources of raw
materials for the same chemical composition. In order
to replace glaze, a suitable compound is used instead
of oxides, for example, Al2O3 is replaced by
orthoclase (Al2O3∙6SiO2). Since ortho-feldspar
contains elements such as K, Al, and Si, the use of
K2O, Al2O3, and SiO2 can be reduced during
glazing. After determining the raw materials, use the
constant number in Figure 1 to equalize the number
of constants for each raw material, as shown in Table
3.Multiplicity of each constant and each molecular
weight to obtain the blend amount of each raw
material. b. Calculate the weight percentage of raw
materials by the sum of the blended amounts.
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Table 3: Reference Values (Values Rounded).
Name

SiO2

P2O3
Fe2O3
Al2O3
Cr2O3
MnO
MgO
CaO
K2O

2.2

Co
nst
an
t
nu
m
be
r
0.
69

Chemical
Formula
(Alternati
ve)

0.
05
0.
00
2
0.
03
0.
01
0.
01
0.
14
0.
72
0.
12
6

Con
stan
t
nu
mb
er

Mole
cular
weig
ht

SiO2

0.5
1

60.1

30.6
51

21

CaO∙P2O

0.0
5
0.0
02

310.
3
159.
7

15.5
15
0.31
94

11

K2O∙Al2
O3∙6SiO2

0.0
3

556

16.6
8

12

K2Cr2O7

0.0
1
0.0
1
0.1
4
0.5
7
0.0
86

294.
2
70.9

2.94
2
0.70
9
11.8
02
57

2

8.08
4

5.6

5

Fe+O3

MnO
MgCO3
CaCO3
K2O

84.3
100
94

Har
mo
ny

Wei
ght
(%)

2.3

The Effect of Temperature on Yield

Kiln: electric kiln, Test pieces: 6 sets of 6 pieces
The kiln temperature 1100℃, 1150℃, 1200℃,
1250℃and 1300℃

0.2

Figure 2：influence of kiln temperature on yield

0.5
8
40

Ball Grinding Glaze and Test Strip
Test

The grammage of each raw material was precisely
weighed, and the ingredients and water were put into
a ball mill for ball milling according to the specific
gravity of 1:0.7. The balls in the ball mill tank must
not exceed one-half of the tank solvent. The ball
milling time is about 30 minutes to ensure that the ball
mill particles can pass through a 120 mesh screen.
The longer the ball-grinding time, the finer the glaze.
But, if excessive ball mill, the glaze material is easy
to crack when the glaze is dry, it easy to produce
shrinkage glaze, jump glaze and so on.
Combine with celadon's mud glaze to make no
less than 6 sets of test pieces, respectively placed in
different directions of the upper and middle three
floors of the kiln in order to observe whether the glaze
color has the stability and best firing position. The
thickness of the glaze of each test piece must be thin
and thick. Only the upper half of the test piece is
glazed, which can facilitate observation of the color
and flow of glazes of different thicknesses. Each test
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piece must be etched with different depths of scribes
using tools to observe the effects of different layers of
glaze.

2.4

The Effect of Temperature on Yield

Glaze processing temperature: 850℃and 1250℃.
Sample: 200g low temperature metal glaze, 200g
wood leaf glaze is melted into powder.
a (pre-low temperature metal glaze of lead)
b (low-temperature metal glaze after lead analysis)
c (before lead wood leaf glaze)
d (wood leaf glaze after lead analysis)
Equipment: ball mill, scanning electron
microscope (produced by philips of the Netherlands),
energy spectrometer (produced by idax, USA).
Accelerate precipitation lead placement environment:
temperature 70℃, relative humidity 75%
Table 3: comparison of lead quantity of low temperature
metal glazes.

Name
a
b

Pb
67.6
73.1

Table 3: comparison of lead quantity of low temperature
metal glazes.
Name
c

Pb
0

d

0
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3

CONCLUSIONS

By analyzing the experimental data, the best firing
temperature of the wood leaf glaze is between 12501300℃.The color rendering effect of the wood leaf
glaze in the celadon test piece is compared with that
of the traditional wood leaf figurine. The color
stability of the wood leaf glaze has been significantly
improved, and it is not necessary to treat the
chlorophyll in the leaf blade with a reagent, which is
convenient to use and has a high success rate. The
new wooden leaf glaze course was decorated with
ceramic paintings to enhance the controllability of the
decoration. The wood leaf glaze studied in this paper
can be fired at high temperature to ensure that no lead
element is harmful to the user's health. It can be
clearly seen from Table 4 that the glaze a prior to the
lead expulsion contains high lead itself, and the lead
content becomes higher after the treatment.
Compared with the low-temperature metal glaze, the
cost of the wood leaf glaze is low, and the use range
is large, and the high cost of multiple reburning can
be saved by burning at a high temperature once. This
study has achieved new breakthroughs in both food
safety and decorative effects.
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Abstract:

Quality leather in Indonesia has been recognized by the world as the skin with best quality. The statement
could not be separated from the freeing Indonesia from the skin and mouth disease being the biggest factor
declining quality of animal skins in the world. Even so, Indonesia has several problems being faced, namely
the lack of supply of quality leather to meet the needs of domestic leather. In fact, some industries are still
imported materials (chemicals and raw materials) from the outside, so the effect on the price and availability
of materials. Mostly, the low quality of the skin on the market thus lowering the image of products made of
leather. Therefore, the authors sought to raise the image of a low-quality leather into a high value product at
home and abroad.

1

INTRODUCTION

Leather industry in Indonesia entered the round
priorities become the focus of government in
Indonesia. Through the National Industrial
Development Master Plan (RIPIN) from 2015 to
2035, the leather industry to be part of the six
segments of the mainstay industries and 10 industry
segments priority for developed countries during the
period 2015-2035. It is considered as the leather
industry has a high international competitiveness and
high labor intensive than most other industry
segments.
Even so, in fact, jacket industry in Indonesia still
face many obstacles, such as there are many damaged
skin resulting in lower quality. Skin damage is caused
by several factors, namely the outside and inside
factors. Factor in, the damage to the skin gained
during the life of the animal. For example, because
wounds from fighting or tearing of the skin because
of a sharp object during life. Skin wounds during an
animal life will harden and can not be cured back. In
addition to injuries, the animal can be exposed to the
disease or parasite that settle on the animal's body for
life. For example, the ticks that cause the animal's
skin has a lot of bumps and hardened skin. Lumps and
hardening of the skin for ticks, also can not be
restored. Or from larvae into the animal's body,
causing the animal skin perforated.
The external factors that lead to decreased quality
of tanned animal skin is of human resources (HR)

skinning the animal or the treatment of humans
during the process leading to leather. The lack of
human skills as an operational force, it is possible to
make the skin is damaged or defective.
Indonesia skin quality with competitiveness
International, in fact, is not accompanied by the
availability of adequate skin to skin with good
quality, so the price of leather in Indonesia is higher
than any other country. In addition, a variety of tools
and chemicals for tanning purposes, the majority
coming from the Chinese State, where not all of the
tools able to buy the leather industry in Indonesia,
especially for the leather industry based home
industry.
Therefore, various treatments have been
undertaken to improve the quality of the leather back
has been sorted. Through this research, the authors
conducted a variety of experiments and treatments in
order to improve the quality of leather that has been
declining.

2
2.1

MANUSCRIPT PREPARATION
Step of Data Collection

The data collection method was obtained from
interviews and book Kajan obtained from journals,
books, and scientific work of the research that has
been there. Sources of primary data collection include
deep interview with local and collector bag designer
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branded leather bag. While the secondary data
includes data obtained by the authors through
scientific journals, books, articles, and so forth. While
data is data obtained tertiary author of the internet,
magazines, and newspapers.

2.2

Phase Studies and Analysis

treatments to create motifs in this study, among
others:
a. Recolour / Recolour
Material used: Pigment (red, blue, mustard,
white, black), Binder (ML 2806), Addesion (UR
1020), Sponges.

2.2.1 User Analysis
Deep user analysis conducted by interview on one of
the collector bag international brands.
Table 1: Prospective Users

Age

20 years - 65 years

Gender

woman

Work

Income

Employers, Government officials,
CE
official
Company,
O
Companies, Owner of the
company

Figure 1: material and tools used in engineering repeated
staining. Source: author

Rp 20,000,000
150,000,000 /

b.

and

Rp

and

Rp

month
Rp 15,000,000
Spending 150,000,000 /

Bleaching
Material used: plate mould, bleach, paper clip, a
board the size of a plate.

month
Status

Married, Widow, Not Married

Religion

all religions

2.2.2 Existing Analysis
Existing were used in this study, using a local brand
has worldwide bags, namely Kalyana Indonesia:
a.

b.

On the type of engraving and colouring manual
issued by Kalyana, a lead time 4-5 days with the
majority of the work by hand (almost 70%,
ranging from skin folding, stitching, staining
birthday (which takes the longest, ie 2-3 days),
and others so)
On the type of bag that uses the printing and
dyeing, Work 3 days old (making patterns,
printing, dyeing (2-3 days) to finish).

Figure 2: Materials and tools used to bleaching techniques.
Source: author

c.

Pull Yarn
Material used: Yarn mattress, pigments, glass
stirrer.

2.2.3 Material Analysis
The main material which is used in this research
cowhide with a grade B or C. There are three kinds of
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c. Pull Yarn
Mechanical pull the thread using basic material
cowhide crust (60%) and the use of skin pigment.

Figure 3: Materials and tools used in pull technique thread.
Source: author

2.2.4 Material Experiment
Some of the techniques used in the experiment
materials, among others:
a. Recolouring / Recolour
Techniques such as using or setting pour paint
motif pattern using dishwashing sponge foam.

Figure 6: Results of Experiments with pull technique yarn.
Source: author

2.3

Phase Model Studies

Stage model studies in this study using a model class
1. In class model 1, the product model is made of
rubber material models

Figure 4: Results of Experiments recolouring to pour paint
and sponges. Source: author

b. Bleaching
Techniques such as erosion of the coating color to
the outer shell. This uses printing plates are
sprayed with bleach regularly.

Figure 7: Bag design and development results application
to the bag. Source: author.

2.4

Production Process

The production process in the form of phase pattern
making, sewing bags and accessories finishing
processes such as elections, and so forth.

Figure 5: Results of Experiments with bleaching
techniques. Source: author
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reserved area.
The form should be completed and signed by one
author on behalf of all the other authors.

4

Figure 8: Bag production process. Source: author

3

DISCUSSION / RESULTS OF
DESIGN

This research theme ladies handbag as the
implementation of the experimental media. The
concept of adaptation of the theme that is elegant,
long lasting, and unique. The following types of
handbag into implementation:

CONCLUSIONS

The output of this design are three types of bag, office
bag, hand bag, and a sling bag. The three types of
these bags represent user needs in daily life. Users
designated in this peranjangan is a career woman or
women who are very influential in their environment
(officials, official wife, influencers, and so forth).
Office bag that used to work, with the features of
a laptop bag, pocket cards, kanong document, and the
main pouch container various purposes such as makeup pouch, pouch worship equipment, wallets,
medicines, and so forth. For Hand Bag, normally used
for everyday life, such as shopping, meeting with
colleagues, visited the homes of friends or relatives.
Features in the form handbag zipper bags for coins,
pocket cards, and the main bag fit for wallets and
mobile phones only. As for the sling bag, used for a
very casual event, such as self shopping. In sling bag,
there is a long rope in the operation and three bags,
with the main bag only fit wallets and mobile phones
only.
Accessory or ornament used on bags using
premium quality. For example, zippers and zipper
head using YKK brand, using a metal ring with a
thickness of 3-4 mm, and Furing (insert bag) using
goat skin lining. We hope you find the information in
this template useful in the preparation of your
submission.
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Abstract:

This study aims to analyze the needs of Rampak Kendang learning module development, based on multiple
intelligences for elementary school teachers. The subjects of this study were 24 elementary school art teachers
in Patimuan sub-district, Cilacap, Central Java. Data is collected through questionnaires and interviews, which
is then analyzed descriptively. The results of the study indicate that: 1) Most teachers really need the Rampak
Kendang art learning module, specifically based on multiple intelligences to shape the character of students.
2) The multiple intelligences Rampak Kendang material that will be developed in the module includes
technical guidance on playing music instruments in Rampak Kendang, multiple intelligences in the learning
process of Rampak Kendang, and the formation of student character in the learning process itself. This
research is the realization of the previous research related to multiple intelligences in Rampak Kendang in
Patimuan society. This year, the results of previous studies were integrated in the field of formal education in
the form of learning modules for art teachers in elementary schools.

1

INTRODUCTION

Learning art in elementary schools is one of the
mandatory materials included in SBDP subjects. The
material taught refers to the arts that develop in each
region. This is in line with local content material
proclaimed by the Ministry of Education and Culture
to nguri-uri or preserve local wisdom that is
integrated in learning in elementary schools. Through
these rules, art learning material from one region to
another will vary. One of the art learning materials in
elementary school that will be discussed in this article
is the Rampak Kendang which is taught in the
Patimuan, region of Cilacap, Central Java.
Picture 1 shows one of the performances of
Rampak Kendang in Patimuan sub-district which was
delivered by generations of children from elementary,
junior high, senior and adult levels. Rampak Kendang
is one type of music and dance performance with
drum as the main musical instrument and other
supporting tools, namely Gamelan. Patimuan region
is one of the outermost regions of Central Java which
is directly adjacent to West Java. This geographical
condition influences the emergence of acculturation
as a result of the diffusion of Rampak Kendang art
from West Java to Central Java. The form of

Figure 1: Photo by Heni, 2018

acculturation that emerges can be seen from the
combination of musical instruments, leisure and new
types of dance as a characteristic of Rampak Kendang
Patimuan. The identity of Rampak Kendang as
Patimuan's unique performing arts is one of the main
reasons it is used as material in art learning in
Elementary School. Based on data in the patimuan
sub-district education office, there are 27 art teachers
in elementary schools who study Rampak Kendang.
Nevertheless, not all schools have applied the
material for Rampak Kendang as material in Cultural
Arts and Crafts (SBdP) or local content. This is
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because there are no supporting learning resources to
teach it to students both intracurricular and
extracurricular. Teaching art in elementary schools is
not enough just in the form of routine training, but
learning resources are needed in the form of modules,
teaching materials, dictates, etc. to achieve learning
goals. This is in line with the research conducted by
Andi Sudarhiyanto (2017: 96) that the skills of
students in character building are not enough just by
daily living, but also require teaching materials.

all multiple intelligences were involved by education
providers. There are only a few intelligences
involved, namely logical-mathematical intelligence
and linguistic intelligence. If this happens
continuously, then students who do not have that
intelligence will be considered not smart. So that such
students do not have support to develop other
intelligence they have. However, not all children have
the same intelligence, because basically every human
being has multiple intelligences. Fleetham (Yaumi,
2016: 11) suggests that multiple intelligences is a
variety of skills and talents possessed by students to
solve various problems in learning. A similar theory
is also stated by Gardner in Chatib (2018: 87) which
states that multiple intelligences are intelligences
which some of them tend to be owned by every child.
There are 9 intelligences that have been proposed by
Howard Gardner including linguistic, mathematicallogical, visual spatial, musical, kinesthetic,
interpersonal, intrapersonal, naturalistic and
existential intelligences. With the existence of these
various intelligences, an educator needs to understand
the importance of multiple intelligences and be able
to apply them in the learning process.

Figure 2.

Various potentials and intelligences possessed by
each student must be explored and developed both by
educators, parents, and families. Children's
intelligences needs to be explored as early as possible,
especially the age of elementary school children
because it enters the golden age. At this time
character education can be built and formed
continuously so that it manifests into daily behavior.
The link between the children's multiple intelligences
and clear directions for character building can create
intelligent children and noble character. Art material
as a wealth of the Indonesian people is very
appropriate to accommodate the excavation of
children's multiple intelligences and the character
building of students. Thus, the implementation of
education needs to facilitate and provide the widest
opportunity for students to develop according to their
potential and talents in accordance with their
respective intelligence. So it is important for an
educator to understand that multiple intelligences can
be developed and explored through Rampak Kendang
learning in elementary schools in the Patimuan region
of Cilacap.

Picture 2 is the appearance of elementary school
students in performing Rampak Kendang in 2011 in
Patimuan, Cilacap. Children there have known and
studied Rampak Kendang since elementary school
age. Rampak Kendang material is important to give
to children to hone their intelligence. Students are the
next generation who will bring change in the future.
Education programs and services for children must be
carried out optimally by adjusting the characteristics
and potential of children. Because basically students
are unique individuals and have very diverse
characteristics and levels of intelligence. The
potential of children should continue to be developed
in accordance with their respective abilities because
it can affect the development period.
According to Bainbridge (Yaumi, 2016: 9)
intelligence is a general mental ability to learn and
apply knowledge in manipulating the environment, as
well as the ability to think abstractly. In the current
education sector, especially in Indonesia, there are
many children who have good talent but lack
attention. This happens because the education system
in Indonesia emphasizes logic skills in cognitive
aspects compared to other intelligences. This problem
was also found in a study conducted by Suwanto
(2019) which stated that in the learning process, not
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Based on interviews with art teachers in the
Patimuan Elementary School on March 24, 2019,
there are currently no learning resources related to
multiple intelligences Rampak Kendang. Some
teachers who make Rampak Kendang as art material
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in schools only teach techniques to play Rampak
Kendang according to their respective experiences
without having clear guidelines. Often the material is
not continued because of the teacher's limited
memory in teaching techniques to play Rampak
Kendang and the dance. The provision of material is
also not directed at the excavation of multiple
intelligences of students who can also be embedded
in character education. Based on observations made
on January 23, 2019, it shows that the limitation of
learning resources and competent art teachers in
primary schools throughout Patimuan sub-district
makes Rampak Kendang based on multiple
intelligences not yet implemented maximally. This
limitation also has an effect on the lack of
development of art learning tools by elementary
school art teachers in Patimuan sub-district.
Therefore, it is necessary to have supporting learning
resources that can guide the elementary school art
teachers in providing multiple intelligences-based
Rampak Kendang materials. Based on the
explanation above, the purpose of this paper is to
describe the level of module requirements as a
learning resource for Rampak Kendang art learning
material for elementary school teachers in Patimuan
sub-district.

2

METHOD

This research is a quantitative descriptive study
conducted in Patimuan sub-district, Cilacap District,
Central Java. The research subjects were 24
elementary school art teachers in Patimuan subdistrict. The data collection method uses
questionnaires and interviews. Questionnaires were
used to uncover the need for learning resources in the
form of modules in multiple intelligences-based
Rampak Kendang learning art performances for
teachers. This interview was used to uncover
obstacles in teaching multiple intelligences-based
Rampak Kendang learning materials to build
students' character.

3

FINDING AND DISCUSSION

Analysis of the results of the study illustrates the level
of needs of the Rampak Kendang art learning module
based on multiple intelligences to build student
character for elementary school art teachers in
Patimuan sub-district. The questionnaire used
amounted to 38 questions and statements divided into

6 aspects. The results of the percentage of the teacher
questionnaire developing the Rampak Kendang
Module are as follows.
Aspect 1: Teacher's understanding of the
importance of Rampak Kendang conservation from
an early age.
3,125

2,075

Setuju
sangat setuju

32,3
62,5

Ragu2
tidak setuju

Figure 3: Diagram 1

Diagram 1 shows that 32.3% stated strongly agree
and 62.5% agree on the importance of preserving
Rampak Kendang early on, especially since
elementary school age. 3.12% were hesitant and 2.07
do not agree Rampak Kendang was preserved through
early recognition for elementary school students.
Aspect 2: Teacher's understanding of the
Importance of Rampak Kendang becomes the
material in SBDP at SD
8,35
7,65
Setuju
sangat setuju
19,4
64,6

Ragu2
tidak setuju

Figure 4: Diagram 2.

Diagram 2 shows data of 19.4% strongly agree and
64.6 agrees that Rampak Kendang is one of the
materials that must be developed in the SBdP in
elementary schools. While 7.65 were hesitant and
8.35 do not agree if the Rampak Kendang material
was included in the SBdP in elementary school.
Aspect 3: Teacher's understanding of multiple
intelligences.
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0,4

4,6
sangat setuju

20
20

55

setuju

Figure 5: Diagram 3

Diagram 3 shows the data that 4.6% are strongly
understand and 55% understand about multiple
intelligences, while 20% are hesitant, 20 do not
understand and 0.4% are very unaware of multiple
intelligences.
Aspect 4: Teacher's understanding of the
relationship between multiple intelligences and
character education.
1,66

5

0,84

sangat setuju

25,84

setuju

Diagram 5 shows data of 5.8% strongly agree and
73.34 agrees with the need for learning resources in
multiple intelligences-based Rampak Kendang
learning for elementary school students. Subsequent
data 8.34 doubts, 11.6% did not need and 0.8%
strongly did not require learning resources in Rampak
Kendang learning based on multiple intelligences for
elementary school students.
Aspect 6: Teacher's understanding of the needs of
the Rampak Kendang module based on multiple
intelligences to instill student character education.

8,9

0,6

sangat setuju

7
26,2
57,1

setuju
Ragu2

Figure 8: Diagram 6

66,66
Ragu2

Figure 6: Diagram 4

Diagram 4 shows the data of 25.84% is strongly
understand and 66.6% understand the relationship
between the importance of understanding multiple
intelligences in character formation. Then 5% were
hesitant, 0.84 do not understand and 1.66% was
stronglyy unaware of the relationship between the
importance of understanding multiple intelligences
and character formation.
Aspect 5: Teacher's understanding of Rampak
Kendang's learning resource needs based on multiple
intelligences for elementary students.
11,68 0,84 5,8

sangat setuju

8,34
setuju
73,34
Ragu2

Figure 7: Diagram 5
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Diagram 6 shows data of 26.2% strongly agree and
57.1% agree that the Rampak Kendang module based
on multiple intelligences is needed, needs to be
realized and disseminated. 8.9% expressed doubt, 7%
disagree and 0.6% strongly disagree about the need
for this module to be realized.
Based on the results of the study, it shows that
the Rampak Kendang module based on multiple
intelligences is very much needed in helping art
learning in Rampak Kendang in Patimuan region,
Cilacap. So far, Rampak Kendang learning has not
been taught massively in all elementary schools in the
Patimuan region because there are no learning
resources that can be used by teachers. Research
conducted by Fitrianawati (2018) shows that
ethnomatematic teaching materials developed
through local wisdom are needed in mathematics
learning so that students not only learn from the books
given by the teacher. Therefore, although the practice
is based on which trainer is the main guide, the
module is needed to facilitate the teacher in providing
multiple intelligences-based Rampak Kendang
material to students. The interview conducted with
Ratnaningsih (2017), one of the art teachers at the
elementary school in Patimuan, stated that so far there
were no modules that could be used in Rampak
Kendang learning. Moreover, the understanding of
multiple intelligences is also not maximized so that
character instillation has not been emphasized in
Rampak Kendang learning.

Need Analysis of Rampak Kendang Learning Module Development based on Multiple Intelligences for Elementary School Teachers

The Rampak Kendang learning module based
on multiple intelligences helps teachers to provide
Rampak Kendang material for students. The material
is not only limited to the technique of playing musical
instruments and dances in the Rampak Kendang
show, but also multiple intelligences that can be
maximized in it. Through this module, the teacher can
know the intelligence of students that can be
maximized through each learning process of Rampak
Kendang. The module consists of several parts,
namely a) the technique of playing the Rampak
Kendang musical instrument and dance, b) the
multiple intelligences in the learning process, and c)
the formation of characters in multiple intelligencesbased Rampak Kendang learning.
The initial part of this module explains in
detail the techniques of playing Rampak Kendang
(instruments of kendang and Javanese gamelan) and
the dance in Rampak Kendang. The module is
equipped with videos integrated with YouTube. Thus,
the teachers can use the barcode application on their
respective cellphones to open the video provided by
the barcode on the module sheet that is sprinkled.
This is to facilitate the teacher in remembering the
techniques in teaching Rampak Kendang art correctly
to students at each stage. The second part is multiple
intelligences in the Rampak Kendang learning
process. In accordance with the theory revealed by
Gadner that humans have 9 intelligences in
themselves. These intelligences are not entirely
prominent and vary from one person to another.
Rampak Kendang learning is able to sharpen some of
these intelligences and will be explained
systematically in this section. At the end of this part
of the module we will describe how multiple
intelligences in the Rampak Kendang learning
process can foster character for students. Rohidi
(2016: 167) states that education by using art saves
the potential of positive values as character education.
Rampak Kendang as a form of local wisdom in the
Patimuan area is able to become a medium in
instilling students' character through learning in
school. The teacher as one of the facilitators should
be able to develop learning materials provided in a
creative and structured manner so that the learning
objectives can be achieved.

4

Kendang, giving rise to multiple intelligences and
instilling the character of students in the learning
process. The teacher needs to understand the
characteristics of his students in order to know the
multiple intelligences that can be developed. Thus,
Rampak Kendang is not only given textually as an art,
but also contextually that is honing students' multiple
intelligences. Rampak Kendang's role as local
wisdom can be packaged well as an art education that
brings character values to students.
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CONCLUSIONS

The Rampak Kendang art learning module based on
multiple intelligences is needed by art teachers in the
Patimuan region. This module makes it easy for
teachers to provide techniques to play Rampak
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Abstract:

Biophilic design is an innovative and sustainable aspect in architecture and urban design that connects people
with the natural environment. The biophilic design has been implemented in developed countries, although in
developing countries like Madagascar have not yet implemented this new concept. Besides, Antananarivo city
has a program “Plan Vert” which is a tool for urban development and beautification focusing on public health
based on natural systems. This paper focuses on the users’ perception in urban parks in Mahamasina area,
where a restricted qualitative assessment has been conducted on users’ perception with nature and its
phenomenology. Assessments were made on the users’ perception in urban parks through initial observation,
surveys, and behaviour observation. Findings across all research methods suggested that each park in
Mahamasina area was designed for some dominant activities such as relaxation, recreation and as meeting
places. These places are perceived as pleasant to users due to calm and shady. To highlight the
phenomenological aspects of the perception of nature, parks should be redesigned to maintain the original
design. The new experience will focus on adding numbers and types to fauna-flora. Additionally, there will
be provisions for shading, a change in the elevation and the circulation flow. It is important that urban parks
are maintained to improve the experience of the place. This is done by providing new material in the
roundabout that links urban parks.

1

INTRODUCTION

Nature in urban parks plays a role important as an
element that cannot be separated from people. Nature
elements in urban parks are given opportunities for
enjoying and resting in the parks for a long time.
Meanwhile, in three decades or more, EO. Wilson
introduced the word biophilia in scientific lexicons,
and was popular as a nomenclature, and explored as
the meaning of “need for nature” (Kellert and Wilson,
1995). In architecture, biophilia is a part of the
sustainable concept that aims to provide and connect
humans and the natural world back in the built
environment. Biophilic architecture and design are
where humans and nature influence each other
through non-physical environments. According to
Kellert et al. (2008), the concept of biophilic seeks to
improve humans’ physical, emotional and intellectual
health. Besides, many researchers have broadly
examined the concept of biophilia in developed
countries such as Australia, United States and
Singapore, although in developing countries like
Madagascar, have not yet implemented this concept.
The study has shown that the parks and green spaces

in Antananarivo city have changed in several
typologies of space like a parking lot, buildings and
roads (Camie, 2017). From that study, Antananarivo
city needs to integrate nature in the whole city or even
in open space, especially in urban parks.
Antananarivo city has Plan Vert program as a tool for
urban development and beautification focusing on
public health and accentuating the identity of the city
based on natural systems to enhance the PUDi (Plan
d’Urbanisme Directeur) in terms of urban
environment and landscape (Thierry Haua, 2006).
The first initiative to achieve Plan Vert program, in
2012, there was a workshop in Séminaire
International sur le développement Urbain focusing
on Mahamasina area and Anosy Lake. The results
proposed from that workshop were that Mahamasina
area and its surroundings should be renovating as
open space for the transition to Mahamasina Stadium
or to Anosy Lake. Also, the main problem of urban
parks in Antananarivo city is in bad condition due to
the users’ bad behaviour and incivility. Thus, the lack
of green space and lack of linkage of urban parks are
far from users’ needs and international standard of
parks. In response to this, this study aims to identify,
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determine the design concept and develop the concept
of redesigning urban parks in Mahamasina area based
on how seeing nature can affect the users’ perception
through biophilic design.

2
2.1

LITERATURE REVIEW
Urban Parks

The urban park is one of the types of parks from the
Urban landscape. Meanwhile, urban park is a park
located in an urban environment that can be
anticipated urban development and can be enjoyable
for the public. According to IFPRA (International
Federation of Parks and Recreation Administration)
(2013), urban park is open space which dominated by
vegetation and air, and also reserved for the public.

2.1.1 Typology of Urban Parks
These followings are the typology of urban parks by
OCR (Office of Community Revitalization and
Reinvestment):
 Pocket Park: it is a small urban park that has an
area of less than 1ha. This type is located
adjacent to a solid pedestrian environment that
can provide space for social interaction, short
breaks, playing with children, reading and
eating places. Or located around buildings,
retail or offices.
 Common Green: this is a larger park that has
various functions and is located in the city hall.
Easily accessible from commercial and
residential areas.
 Civic Plaza: it is an open space for the public
meeting. This park is located near public
transportation, an important intersection, easily
accessible by urban road networks. This park is
more emphasized on hardscapes such as
benches, concrete, and fountains.
 Recreation-focused Park: the park which
provides recreational facilities for residents and
workers nearby. This is an active park with
sports activities.
 Local area: it is an open space that provides
short-distance recreational facilities for local
residents of various Planning Blocks in the
Local Area Plan.
 Neighbourhood Park: it is open space for
recreation passive and sports area in between
0.2 – 1ha.




Playground: it is an open space as recreation
function for children and babies in the
settlements around.
Green Connectors: it is green space for
pedestrians and cycles in metropolitan and
local open space, and environment.

2.1.2 Elements of Urban Parks
According to the OCR (Office of Community
Revitalization and Reinvestment), urban parks have
these following elements:
 Location: the urban park is successful due to the
selection of the right location. How well city
parks are related to the network of cities and
public areas. City parks should be found directly
on the city's main road.
 Access and Visibility: Physical and visual
planning is very important to access the success
of city parks. The pedestrian must be visible and
circulation must be relatively easy. However,
the urban park is designed to be beautiful but it
will be empty and not utilized if it is difficult to
find. Consider visibility, markers, and access
security.
 Function: this is the key that distinguishes the
typology of urban parks. The function of the
park depends on the needs of an area. Ensure
that the type of park is comprehensive in order
to be recommended based on the district context
and considerations for the surrounding land to
be compatible.
 Form: form refers to the arrangement of park
elements and how to respond to user needs,
ecological attention, and influence the
surroundings. Make sure the streetscape is
provided around the edge of the park to the
street. The form also reflects function
expectations.
 Facilities: Facilities are provided for
convenience, supporting activities, and tracing
park characters. Visitors can identify their
identity, style, and feel the garden.
 Programs: Programs that refer to the ability of
space for activities and events of different sizes
and types such as festivals, markets, concerts,
and sporting events.
 Maintenance: maintenance of high-quality city
parks must be maintained regularly to ensure
visitors' safety, health and comfort. Availability
of financial investments to maintain
environmental quality, materials and facilities.
We recommend that the design process should
consider material maintenance requirements.
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Based on this theory, it can be concluded that urban
parks in the Mahamasina area categorize as “pocket
parks” because these are located in the median of the
road and provide recreational facilities for residents
and workers surrounding.

2.2

Plan Vert of Antananarivo City

Antananarivo city has a Plan d’Urbanisme Directeur
(PUDi) for the development of agglomeration in
terms of structural equipment, roads and various
networks as well as zoning. This PUDi can be seen
the lack of effort to achieve the concept of sustainable
development and natural recovery. Then, PUDi has
extended its concept by creating the Plan Vert
Antananarivo (2006), which has an environmental
approach to the management and planning and
designing the city.
In 2006, Plan Vert was designed by “Commune
Urbaine d’Antananarivo” (CUA) in partnership with
the “Ile-de-France Region” to achieve PUDi (Plan
d’Urbanisme Directeur) in aspects of the urban
environment and its landscape. Thus, Plan Vert aims
to create new identities and improve the quality of life
of the population by paying attention to microprojects.
In Plan Vert propose actions of recommendation that
need to be done at CUA. Green open space and
agriculture in the Antananarivo city need to be
considered with a garden system to ensure visual
continuity while respecting the land. It also
strengthens the system of multifunctional social
parks, for example, a place of quiet relaxation, a
sports park especially for young people, social and
economic places such as fountains, and parks for
food.

2.3

Biophilic Design

Perceptions of urban parks in this study are based on
sensation and perception of nature that impact to
phenomenological aspects. This phenomenon is
useful in a place or space that will be more
meaningful. Biophilic design is a theory more
relevant in this study.
“Biophilic” is taken from the Latin word “bio” and
“philia” which means “love of nature”. Biophilia is
a process where humans have evolved based on
nature. According to Downtown et al. (2017), the
role of biophilic design can be discerned historically
by analyzing examples of the built form and
landscape design that demonstrate biophilic
sensibilities
or
eliciting
biophilia-informed
responses.
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In general, biophilic design has two dimensions,
which are:
 Place-based or Vernacular dimension where the
design should pay attention to context local; and
 Organic or Natural dimension is about how the
quality of nature can be implemented in the built
environment. (Kellert, 2008)
Regarding these dimension, this research focuses on
Place-based due to seeking to find the
phenomenological of nature in urban parks and its
design concept in the context local. Biophilic design
seeks to create a beautiful habitat for humans that can
improve health, fitness and general well-being.

2.3.1 Principle of Biophilic Design
In the book entitled “The practice of biophilic design”
by Kellert, Elizabeth and Calabrese (2015) they
formulate principles to implement and achieve this
new concept of biophilic design. The principles of
biophilic design are the following:
 Biophilic design requires repeated and
sustained engagement with nature.
 Biophilic design focuses on human adaptations
to the natural world that over evolutionary time
have advanced people’s health, fitness, and
wellbeing.
 Biophilic design encourages an emotional
attachment to particular settings and places.
 Biophilic design promotes positive interactions
between people and nature that support an
expanded sense of relationship and
responsibility for the human and natural
communities.
 Biophilic design develops mutual reinforcing,
interconnected, and integrated architectural
solutions.

2.3.2 15 Patterns of Biophilic Design
According to Christopher Alexander in 1977 (in
Browing et al., 2014), patterns describe problems that
are repeated in the environment and describe
solutions for those problems in terms of utilizing
millions of times of that solutions without repeating
the same way. Besides, the word “patterns” in
biophilic design can be used in three reasons:
 To propose a clear and standard of terminology;
 To prevent confusion between metrics,
attributes, conditions, characteristics, and
typology.
 To maximise accessibility between disciplines
and sustain the general language.
The patterns of Biophilic design proposed by
Browning et al., (2014) to highlight a human’s health
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and well-being in the built environment. The
following are three aspects that can be shown in the
15 patterns of biophilic design.
Table 1: 15 patterns of biophilic design.
Aspects

15 Patterns of Biophilic Design
Visual Connection with Nature
Non-visual Connection with Nature

n with
nature
Prospect

Reduced
stress

Refuge

-

Non-Rhythmic Sensory Stimuli
Thermal and Airflow Variability
Presence of water
Dynamics and diffuse light

Nature in
the Space

Connection with natural systems
Virtual Connection with Nature
(Downtown et al, 2016)
Natural
Analogue
Approach
Organic

Biomorphic Forms and Patterns
Material connection with nature
Complexity and order
Prospect
Refuge
Mystery
Risk/peril

Natural
of space

Based on the objective of this paper that seeks to
improve the users’ perception of nature, the chosen
patterns are a visual connection with nature, Material
connection with nature, Prospect and Refuge. These
are due to the high level of importance in the book
entitled 14 Patterns of biophilic design.

2.3.3 Benefits of Biophilic Design
This paper is more focusing on the benefits of
Biophilic design that can be divided into three
benefits. Such as Physiological health, Cognitive
Performance, and Psychological health (Browning et
al, 2014). Thus, the benefits of biophilic design based
on these chosen patterns are in this followings:
Table 2: Benefits of biophilic design.
15
Patterns
of
Biophilic
Design

Physiologic
al health

Cognitive
performanc
e

Visual
Connecti
on with
Nature

Lowered
blood
pressure
and heart
rate.

Improved
mental
engagement

Material
connectio

-

Decreased
diastolic

Psychologic
al health

2.4

blood
pressure
Reduced
boredom,
irritation,
fatigue
Improved
concentratio
n, attention
and
perception
of safety.

Improved
comfort and
perceived
safety

-

Precedent Study: Paley Park

Paley Park is one of pocket park located in the heart
of the nation’s commercial epicentre in New York
city that is a good example in implementing biophilic
design (www.terrapinbg.com ).

Figure 1: Paley Park, New York City.
Figure 2 shows that there are three patterns of the
biophilic design seen in this park, which are the
Presence of water, Dynamic and Diffuse light, and
Refuge.
 Presence of water: this space draws users in
from the street by providing access to water. The
sound of water reduces the street noise and
offers a calming auditory and visual experience.
 Dynamic and Diffuse light: the porous canopy
of loose, rustling leaves allows light to penetrate
and create shadows that dance on the cobbled
ground.
 Refuge: The noise from the waterfall provides
privacy and refuge to occupants conversing.

Positively
impacted
attitude and
overall
happiness
Improved
comfort

219

ICONARTIES 2019 - 1st International Conference on Interdisciplinary Arts and Humanities

Mahamasina area is one of the “Fokontany” in the
“Quatrième Arrondissement” in “Commune Urbaine
d’Antananarivo”. This area of the case study has an
"urban park" with the following limitations:
 North: College d’Enseignnement Générale
Antanimbarinandriana - Sainte Famille
Mahamasina.
 East: Mahamasina Stadium.
 West: Anosy Lake.
 South: Ecole de Medecine. (Figure 3)

3.2
Figure 2: Plan and Section Paley Park, New York.
In conclusion, Paley Park has a strong correlation
between patterns of biophilic design identified in
terms of the physical, mental, and well-being of users.

3

METHODOLOGY

3.1 Study Area

Figure 3: Mahamasina Area, Antananarivo City.
Antananarivo city is the first largest city in
Madagascar. Thus, this city is the capital city and
center of politics, administration, and the economy.
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Design Method

This research uses a mix-method design involving the
collection of qualitative and quantitative data. There
are three parts of data collection processes:
 Site observation is the initial observation that
occurred impromptu and allows for the mapping
of existing conditions. Assessment of site
observation support to formulate and design the
questionnaire.
 The survey questionnaire focused on the users’
perceptions of nature and behaviours based on the
patterns of biophilic design that we use.
 Behaviour Observation is to define the typical
activities and behaviour of urban park users,
focusing on the type of activities performed and
the attitude through nature.
Analysis of data is an assessment of the qualitative
descriptive method. Furthermore, Mahamasina area
has divided 4 zones (Figure 4) between conducting
the analysis more efficiency and more details.
Overall, the survey was conducted in mid-February
until mi-March 2019 and disseminated to 120persons
of varying age and gender, which are 30 persons in
each zone.
The collective findings of site observation, surveys
and behaviour observation informed understandings
of users’ perception of nature in each park in
Mahamasina area and its phenomenology of the
perception of nature. These findings also provided the
design characteristics, design recommendation and
concept design that encourage the user activities
within the urban park in Mahamasina area.
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Figure 5: Access and Visibility of Park – Zone1.



Figure 4: Distribution of Zones in study area.

4
4.1

Form: Mohamed V road, Rakotobe road and
Pascal road delimit this park with a square
shape.
Facilities and furnitures: Urban park in zone 1
has items of furniture and facilities such as
benches with 10 concrete materials, 3 trash bins,
3 solar lamp-posts, and security posts.

RESULTS AND DISCUSSION
Site Observation

This section outlines the results and discussion of the
initial site observation including design site mapping
and social activity mapping.

4.1.1 Zone 1 – Antaninandrokely
The following is analysis based on the elements of
urban parks by OCRR (Office of Community
Revitalization and Reinvestment).
 Location: this park that directly adjacent to
Rakotobe road and Pascal road is part of the
focus in the study area with the pedestrian way.
 Access and Visibility: Access to this urban park
is easy to find because users immediately see the
entrance available on both sides of the road.
However, vegetation is seen from far but
consider visibility, markers, and lack of access
to security with poor conditions. From
entrances, it is easy to find because it is visible
from far away from the available seats and
benches. However, the circulation of the lane in
this park is quite clear. However, experience in
urban parks is not enjoyable for users due to the
circulation path can only be used in a short time.
(Figure 3)
 Function: This park has as function a waiting
time, dating and resting due to this park is pretty
quiet and still in good condition.

Figure 6: Faciliies and furnitures in park – Zone 1.

4.1.2 Zone 2 – Square




Location: the urban park that directly adjacent
to Pascal road and Ramanankirahina road is part
of the focus in the study area with the pedestrian
way.
Access and Visibility: Access to this urban park
is easy to find because visitors immediately see
the entrance that spread on both sides of the
road. In contrast, signages are not enough in
term of numbers. Benches and seats are easy to
find due to its visibility from entrances.
However, this park can merely be used in a short
time; the circulation flow is quite clear. That
makes users do not enjoy in this park.

Figure 7: Access and Visibility of park – Zone 2.


Function: This park has the function as waiting
time, dating and resting. This is because this
park is quiet enough and in good condition.
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Thus, in the lunchtime almost all students
around this park use as a place for lunch.
Form: Rakotobe road and Pascal road create the
form of this park as a square shape.
Facilities and furniture: In terms of aesthetics
and visuals, some of the facilities are less good
and less numerous due to lack of facilities such
as rest area, bench, and CCTV. The statue
spread in this park is merely shown inside the
park and cannot be seen from the outside. As
well, this park also does not have special
furniture other than benches, trash cans, and
lamp posts and furniture that are not enough for
visitors and are less attractive.




around this area use the park as for meeting and
resting and relaxing. Also, the activity like
business spread inside the park.

Figure 10: Faciliies and furnitures in park – Zone 3.



Form: Rakotobe road and Rajoelina road
formed this park with a square shape.
Facilities and furniture: The facilities and
furniture available in this park still do not meet
the standards to provide comfort for visitors due
to the lack of activity support.

4.1.4 Zone 4 – Kintana

Figure 8: Faciliies and furnitures in park – Zone 2.

4.1.3 Zone 3 – Mahamasina 23




Location: the urban park is directly adjacent to
Rakotobe road and Rajoelina road.
Access and Visibility: In this park, 4 entrances
make it easy to see. From entrances, the seats
and benches are comfortable to find. Besides,
the circulation flow in the park is quite clear and
wide, although the material used is not efficient.
In contrast, there is fewer users' experience in
this park because the path can only be used for
a short time. Meanwhile, the two entrances are
in the bus stop used to be functioned as a path to
move the transportation mode because the
entrances were aligned straight from each other.
But the rest two entrances has a function as entry
directly to find the place resting activities,
wasting time and talking.



Figure 11: Access and Visibility of park – Zone 4.


Figure 9: Access and Visibility of park – Zone 3.
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Function: The activity in this park is mostly a
seating area due to supporting facilities.
Workers and students who work and study

Location: This park is a roundabout that connects
4 roads: Rakotobe road, Rajoelina road, Pascal
road, and Ramanankirahina road.
Access and Visibility: As a park, it is a green
open space as nodes that all vehicles or pedestrian
paths should pass through this location. So, this is
the junction where pedestrians can choose which
parks will be visited. However, the accessibility
of these parks is not seen from the roundabout
because of the car used to park in front. Kintana
park has no internal circular path because it is not
available for users to visit. However, there is a
pedestrian way around it.




Function: The presence of users who are seating
on the border of the fence, and some users only
pass through the park defines the function of this
park. So this park is a place to waste time, meeting
place and rest. This is because the park has a pretty
shady and beautiful area.
Form: This park is formed by Mohamed V road,
Rakotobe road and Pascal road with a rounded
shape.
Facilities and furniture: For pedestrians, this
park is uncomfortable and unsafe. Whereas in
terms of street furniture, zebra crossing, and
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signage that are not provided information for
users and vehicles. Besides, there is no furniture
such as traffic lights, electric poles, and lights,
signage, bins, benches, CCTV, and bollards,
which cause deficiencies for users. As well, the
pedestrian path does not have ornaments and
vegetation or greenbelt sections to provide
comfort for them and to enjoy the beauty. In terms
of aesthetics and visuals, some of the facilities and
furniture are in bad condition and not enough in
terms of numbers. As well, this park also does not
have benches, trash bins, and lamp posts as well
as facilities that are not meeting the users' needs
and are less attractive.



Material Connection with Nature: 22
respondents out of 30 respondents stated that
using natural material in this park can be
enhanced the image of the city and restored the
users’ attitude through the park to take care of
the park. 6 respondents stated that it is good to
use the natural feature like a tree to produce
more oxygen.
No

6

Yes

22
0

10

20

30

Figure 14: Perception of natural material – Zone 1.
In this urban park, it can be seen that the material
used on the surface is asphalt. That material
provides heat inside the park. Besides, the type
of material used on the bench is concrete that is
neither good aesthetically nor less comfort for
visitors.

Figure 12: Faciliies and furnitures in park – Zone 4.

4.2

Surveys and Behaviour
Observation



This section outlines the results and discussion of
surveys and behaviour observation that included the
impact and perception of nature and design.

4.2.1 Zone 1 – Antaninandrokely


Visual Connection with Nature: 26 of all
respondents felt that the vegetation and natural
features in zone 1 are well designed to facilitate
the enjoyment of nature and 4 respondents felt
the natural feature has no significant impact to
enjoy nature in this park.
Strongly Good

Extremely…
Moderately…
Slightly…
Not Satisfied
0

3

Strongly Bad

1
0

10

20

30

Figure 13: Perception of Nature – Zone 1.
The type of shady trees that provided green colour
in this park is the “Jacaranda” tree. But
reforestation and other natural elements are less
visually attractive and harmonious, and there are
a few natural elements besides vegetation such as
birds.

16
8
5
5

10 15 20

In the theory of prospects in book 14 Patterns of
biophilic design by Browning et al. (2014), the
benefits in terms of behaviour are reducing
boredom, irritation, and fatigue. This is due to
love and attachment to space. This urban park is
less visited by visitors because they feel and see
the lack of facilities.

26

Bad

1

Figure 15: Perception of facilities and furniture –
Zone 1.

0

Good

Prospect: Merely 1 respondent stated that this
park is good enough to see and to seat. 16
respondents stated that facilities and furniture
have enough significant impact on users’ needs.
13 respondents stated that furniture and facilities
have no significant impact on users’ needs.



Refuge: 16 respondents stated that inside the
park is safe, while 14 respondents stated that it
is strongly safe for them. That is because of the
presence of a fence surrounding the park.
Based on the benefits of refuge is to increase
concentration, attention, and perception of
safety, due to the presence of protection who can
protect people in space. In the park, there are
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found two types of fences, namely; a fence with
trellis and a concrete fence made around the
parks.
Extremel…
Moderatel…
Slightly…
Not Safe
0

Figure 18: Perception of natural material – Zone 2.


14
16

10

20

Figure 16: Perception of safety – Zone 1.

Prospect: 16 respondents stated that the
facilities in this park were sufficient to meet
their needs. This is because the number of seats
is quite large. 13 respondents stated that there is
a lack of chairs/bins, trash cans, tap water, and
ornaments. As well as, there are no tables for
study, and playground for children.
Extremely… 0
Moderately…
Slightly…
Not Satisfied
1

4.2.2 Zone 2 – Square


Visual Connection with Nature: 24
respondents stated that they enjoyed the beauty
of nature. This provides benefits such as the
shade of the tree, providing fresh air. Seeing
vegetation provides comfort and helps to
enhance relations with nature. Meanwhile, 5
respondents stated that around the park, there is
parking on-street that it hides harmonious and
beautiful.
Strongly Good
Good
Bad
Strongly Bad

0

24

10

20 30



Figure 17: Perception of Nature – Zone 2.
In zone 2, natural elements such as trees like
“Jacaranda” that dominate the city park are
provided, and the green colour in this park is
quite visible.


Material Connection with Nature: 29
respondents stated that the use of natural
materials in the park makes the city more
attractive, and it can be enhanced the users’
attitude to maintain or to care about its park. In
contrast, only 1 respondent concluded that it is
better to use nature like a tree to provide more
oxygen in the area.
In this urban park, it can be seen that the material
used on the surface is asphalt. That material
provides heat inside the park. Besides, the type
of material used on the bench is concrete that is
neither good aesthetically nor less comfort for
visitors.
No

1

Yes

29
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In the theory of prospects in book 14 Patterns of
biophilic design by Browning et al. (2014), the
benefits in terms of behaviour are reducing
boredom, irritation, and fatigue. This is due to
love and attachment to space. This urban park is
less visited by visitors because they feel and see
the lack of facilities.
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10

Figure 19: Perception of facilities and furniture –
Zone 2.
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13

Refuge: 20 respondents stated that inside the
park, it is safe for visitors, while 8 respondents
stated it is strongly safe inside the park. This is
because the city park is fenced in and the
entrance is easy to see, and the city park is
located near the police station, so there has
never been a case. Based on the benefits of
refuge is to increase concentration, attention,
and perception of safety, due to the presence of
protection, which can protect people in space. In
the park, there are found two types of fences,
namely; a fence with trellis.
Extreme…

8

Moderat…
Slightly…
Not Safe

20
2
0

0

10 20 30

Figure 20: Perception of safety – Zone 2.

4.2.3 Zone 3 – Mahamasina 23


Visual Connection with Nature: 23
respondents stated that they enjoyed the beauty
of nature, while 4 respondents felt that nature is
strongly not enough for users' needs. Due to this
provides benefits such as the shade of the tree,
providing fresh air. Seeing vegetation provides

Redesign of Urban Parks to Improve Users’ Perception of Nature through Biophilic Design

less visited by visitors because they feel and see
the lack of facilities.

comfort and helps to enhance relations with
nature.
3

Good

0

Extremely… 0
Moderatel…
Slightly…
Not Satisfied
2
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Figure 21: Perception of Nature – Zone 3.
Natural elements such as trees like “Jacaranda”
that dominate the city park are provided, and the
green colour in this park is quite visible. But
reforestation and other natural elements are less
visually attractive and harmonious and there are
not many natural elements besides vegetation
such as birds.


10

In this urban park, it can be seen that the material
used on the surface is asphalt. The material used
in this park provides heat inside the park.
Besides, the type of material used on the bench
is concrete that is neither good aesthetically nor
less comfort for visitors.
Prospect: 16 respondents stated that the
facilities in this park did not meet their needs
while 12 respondents stated that said the
facilities in the park were enough for them. This
is due to a lack of chairs/bins, trash cans, tap
water, and ornaments, there are no tables for
study, and play areas for small children. In the
theory of prospects in book 14 Patterns of
biophilic design by Browning et al. (2014), the
benefits in terms of behaviour are reducing
boredom, irritation, and fatigue. This is due to
love and attachment to space. This urban park is

20

Refuge: 18 respondents stated that the park is
safe for visitors. Meanwhile, 11 respondents felt
very safe. This is because the park is enclosed
and the entrance is easy to see, and the city park
is located near the police station so there is never
a case.
11

Moderat…
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Slightly… 1
Not Safe
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Figure 24: Perception of safety – Zone 3.
Based on the benefits of refuge is to increase
concentration, attention, and perception of
safety, due to the presence of protection who can
protect people in space. In the park, there are
found two types of fences, namely; a fence with
trellis and a concrete fence made around the
parks.

20

Figure 22: Perception of natural material – Zone 3.
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Figure 23: Perception of facilities and furniture –
Zone 3.

Material Connection with Nature: However,
there is no material in the form of nature, but 17
respondents stated that the use of natural
materials in the park makes the city more
beautiful and it can be enhanced the users’
attitude to maintain or to care about its park. In
contrast, 13 respondents stated that it is better to
use nature to increase oxygen in the region.
No

12

4.2.4 Zone 4 – Kintana


Visual Connection with Nature: 18
respondents said that they enjoyed the beauty of
nature. This provides benefits such as the shade
of the tree, giving the air a fresh feel when it
gushes. Seeing vegetation provides comfort and
helps to enhance relations with nature.
Meanwhile, 10 respondents stated that there was
parking on-street surrounding park, so the noise
of the vehicle is still dominated inside the park.
Natural elements such as trees like “Jacaranda”
that dominate the city park are provided, and the
green colour in this park is quite visible. But
reforestation and other natural elements are less
visually attractive and harmonious, and there are
not many natural elements besides vegetation
such as birds.
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Figure 24: Perception of natural material – Zone 4.
In this urban park, it can be seen that the material
used on the surface is asphalt. That material
provides heat inside the park. Besides, the type
of material used on the bench is concrete that is
neither good aesthetically nor less comfort for
visitors.


Prospect: In the theory of prospects in book 14
Patterns of biophilic design by Browning et al.
(2014), the benefits in terms of behaviour are
reducing boredom, irritation and fatigue. This is
due to love and attachment to space. This urban
park is less visited by visitors because they feel
and see the lack of facilities.
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Figure 26: Perception of facilities and furniture –
Zone 4.
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Based on the benefits of refuge is to increase
concentration, attention, and perception of safety,
due to the presence of protection, which can
protect people in space. In the park, there are
found two types of fences, namely; a fence with
trellis and a concrete fence made around the parks.

Material Connection with Nature: 14
respondents stated that the use of natural
materials in the park makes the city more
beautiful, while 16 respondents stated that it is
better to use nature to add beauty to the region.
No

18

Figure 27: Perception of safety – Zone 4.

Figure 25: Perception of Nature – Zone 4.


10

Refuge: 28 respondents stated that they were
safe in the park (roundabout) due to this park is
rarely crowded, and is located near the police
station.

REDESIGN CONCEPT

The concept of redesign urban parks in Mahamasina
area is a way to provide the solution of users’
perception of nature in Mahamasina area.
Redesigning urban parks in Mahamasina area is done
by highlighting each identity, and original design
such as Antaninandrokely park is used as a relaxing
place, Square is a recreation place, and Mahamasina
23 is for the meeting area, and Kintana as the
roundabout is a junction for these three parks.
The main concept is done to link each park by
changing the circulation flow (Figure 27) and the
position of the main entrance located on Mohamed V
road (Antaninandrokely park) because it is easily
seen. Thus, Square and Mahamasina 23 provide side
entrance. As well, the Mahamasina 23 park is given a
pedestrian bridge for pedestrians to move public
transportation modes. The solution of bad behaviour
and attitude in these parks is done by using the
patterns of biophilic design (Figure 28):
 Visual connection with nature: this is done by
elevating the green area inside the urban parks and
giving more fauna-flora to enjoy while walking
through.
 Material connection with nature: in this using
material that is easy to find and can produce
locally. Especially, the material of the pavement
that can enhance the linkage of these three parks
is rounded cobblestone in two different colours
which are brown and grey.
 Prospect: this is done by providing a good view of
each park from Kintana park (roundabout).
 Refuge: this is done by maintaining the original
design using the trellis fence in term of visitor
safety. Besides, the low level of the path-ways
creates also a sense of protection while walking
through.

Redesign of Urban Parks to Improve Users’ Perception of Nature through Biophilic Design

attractive and beneficial for users (Material
connection with nature). Besides, urban parks need to
be considered beauty and needs of facilities for
visitors. Roundabout is designed as a point of view of
overall parks (Prospect). Moreover, urban parks
should maintain the original design in term of safety
for users (Refuge). So, the implementation of
biophilic design in urban parks in Mahamasina area
can be the one of innovative design park to support
the program “Plan vert” Antananarivo city and
Madagascar as well (Thierry Huau, 2006). As well it
is the initial research about biophilic design (Browing
et al., 2014; Stephen and Calabrese, 2015; Stephen
and Wislon, 1995; Timothy, 1957) and urban parks in
developing countries.
Figure 28: Circulation Flow.
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Abstract:

The role of a performer in the twenty-first century has progressed tremendously with regards to performance
practices developed from the Renaissance until the present. Many virtuosic performers currently perform
similar solo repertoire but with their own interpretation, which may result in score modifications. An
important question is: how does the performer modify the scores appropriately? This study examines Fazil
Say’s piano work of the Black Earth based on recorded performances. A musical analysis was conducted,
where transcriptions of four recorded live performances by Fazil Say were compared with the corresponding
music scores. This was to identify the melodic and rhythmic embellishment modifications that he made during
his live-recorded performances. These modifications were different in each performance. It is evident that
the role of a performer is not limited to interpreting dynamics, articulations, and pedalling, but also modifying
the score through melodic fragments and rhythmic patterns that can be considered one’s own interpretation
of the composers’ work. However, this may also apply to specific compositional works of contemporary
composers such as Fazil Say who is known as a performer, composer and improviser.

1

INTRODUCTION

Each performer has their own interpretation and
musical identity in their performances, whether
interpreting the classics or modern masterpieces.
With increasing numbers of virtuosic pianists being
trained through conservatories and competitions, it
has become more challenging to craft individual
artistry in order to sound different from the others.
The originality of their approach to sound warrants an
in-depth study, through listening to early and modern
recordings by pianists, then comparing them to
existing music scores.
There is a clear need to be highly imaginative in
interpreting the masterpieces to the best of the
performers’ abilities and skills. It is common for
pianists to modify music scores to accommodate their
interpretation and musicality. The most common
modifications are with dynamics, tempo alterations,
and embellishments, and these are typically found in
many musical studies. For example, Davidović’s case
study on the interpretation of Chopin’s Nocturne
Opus 27, No. 2 by Vladimir de Pachmann based on
three of his recording mediums: piano roll; acoustic
and electric recordings, where differences in tempo

alterations can be found; rhythmic alterations and text
variation; as well as dislocation and unnotated
arpeggiations in each recording medium (Davidović,
2016).
Although music scores are fixed, the musical
feelings and perspectives of each performer vary. The
musical feelings are based on reading the score and
music literature, exploring through practising, and
several performances.
In this paper, we focus on Fazil Say’s piano work
entitled “Black Earth”. Say is a contemporary Turkish
composer, performer and an improviser. We will
specifically discuss the melodic fragments and
rhythmic alterations applied by Say in four of his liverecorded performances.

2
2.1

BACKGROUND
Fazil Say: Pianist

Fazil Say is a virtuosic pianist who performs
internationally. His work has been widely
acknowledged through several prestigious awards
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such as an Honorary prize at the Zelt-Musik-Festival
in Freiburg, the International Beethoven Award for
Human Rights, Peace, Freedom, Poverty Reduction,
and Inclusion, as well as a Music Award from the City
of Duisburg. He has also won an ECHO Klassik prize
for his complete recording of Wolfgang Amadeus
Mozart's piano sonatas.
His interpretation of classic masterpieces,
including those by Mozart, Beethoven and Chopin, as
well as other works, have received positive reviews
from the media and audiences alike. However, this
highly successful pianist has also received criticism
about his interpretations of the classic masterpieces.
Most of his concerts are sold out prior to the event
based on the evidence from concert venues and also
his social media profiles. He has successfully created
his own interpretations and identity through his
performances that possibly persuade the listeners to
experience his live performances.

2.2

Embellishment

‘Embellishment’ is a well-known term in Western
classical music that refers to adding notes to a melody
and accompaniment lines on the keyboard or
modifying the rhythms to make a composition more
interesting. The Cambridge online dictionary defines
embellishment as, “to make something more beautiful
by adding something to it.” Robert Donington (2001)
defines embellishment in Groove Music Online as a
“decoration that includes both free and specific
ornamentation by adding the notation or using signs
in the notation or left to be improvised by a
performer”
(Donington, 2001).
The
term
embellishments is not limited to a Western classical
approach but also applies those from other cultures in
a composition.
Historically,
the
practice
of
adding
embellishments was widely practiced during the
Renaissance. Virtuosic performers were expected to
improvise during the performance of each work.
There are several treatises and manuals for
performers to refer to as guidelines on how to
improvise. One of the first published books was the
“Opera Intitulata Fontegara” by Slyvestro di Ganassi
(1535). Singers during the Renaissance
were
renowned for their improvised embellishments, using
the technique of diminution (Horsley, 1951). It is
evident that during this time, performers had the
freedom to apply their own embellishments in
performance.
However, composers of the eighteenth century
began to control the application of embellishments in
their works by notating them, or using a specific

symbol, giving the performer less freedom to apply
their own choices. According to Carl Phillip
Emmanuel Bach in his “Essay on the True Art of
Playing Keyboard Instruments”, a poor choice of
embellishments negatively affect the composers’
work, while too many good embellishments
sometimes create an imbalance in the works (Bach,
1974). Keyboardists were expected to improvise for
a position as an organist and perform for social
events. The practice of improvisation continued from
the Baroque up until the Classical period where
virtuosic musicians were composers, performers and
improvisers, such as J.S. Bach, Handel, Mozart, and
Beethoven.
During the nineteenth century, composers wrote
embellishments specifically for performers and
students of theirs to play as written. However, it was
primarily trained improvisers who were able to
improvise on music scores, and composers such as
Chopin and Liszt often improvised and added
embellishments to their own works and those of
others during performance.
In recent decades, the practice of Western
classical improvisation has been considered
demanding among musicians. There are several
virtuosic pianists who include improvisation as part
of their recital program, such as Gabriela Montero,
Robert Levine, David Dolan, Noam Sivan, among
others. Fazil Say has also improvised based on a
theme given by the audience in Turkey and Tokyo. In
this paper, we focus on Say’s embellishments during
his live-performances.

2.3

Modifying the Score

Hellaby (2009) describes modification as “more or
less to the original” music score, and either formal
(published) or informal (performer controlled).
Modifications that have been made by the performer
are documented in a score and categorised as ‘formal
modifications’. Informal modifications are more
flexible, and not written in a document but based on
the memory of the performer and their choice of what
to embellish in a original score (Hellaby, 2009).
It was common for pianists during the nineteenth
and early twentieth centuries to alter scores
(Hamilton, 2008). There was a period during which
some nineteenth century composers wrote their own
style of cadenza for other composers’ works. One
example is Beethoven’s cadenza on Mozart’s D
minor Concerto No. 20, where the cadenza is not
consistent with Mozart’s own style. Pianists of the
twentieth century, such as Vladimir Horowitz,
modified Liszt’s Hungarian Rhapsody No. 2 in C
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sharp minor using challenging playing techniques,
resulting in a cadenza that was more virtuosic than of
Liszt himself. It is evident that modifications of the
score were needed for performers to showcase their
ability and skills as a virtuoso (Hamilton, 2008).
What about the twenty first century pianists? Should
pianists also modify the scores? If so, what types of
modifications or embellishments should they choose
to modify?

2.4

The Piano Work “Black Earth”

Kara Toprak is a well-known song by a Turkish blind
composer and poet, Aşik Veysel (1891-1973). Kara
Toprak inspired Fazil Say to compose his version of
Black Earth, which was written in 1997. Veysel’s
song is about loneliness and loss; the poem laments
the loss of life on earth (Otten, 2011). Say, however,
describes his piece, “Black Earth”, as a lonely journey
of an artist in the twenty-first century (Otten, 2011).
He plays this piano work as part of his program, and
it is also one of his popular encores. Fazil Say has
performed this piece for several years and we assume
that he has explored several interpretations based on
his performances. Therefore, we chose this piece for
this paper to unveil his embellishments in his piano
work and performance

3

DATA COLLECTION

There are four live-recorded performance of Fazil Say
performing “Black Earth” from the years 2007, 2015
and 2017. In 2015, we selected two recordings in
different venues. In 2007, he performed in Tokyo, and
in later years, Frankfurt and Bucharest in 2015, and
again in Frankfurt in 2017. These have been
published as full-length recordings on his official
YouTube channel.
We compared his melodic and rhythmic
modifications with the corresponding scores
published by Schott (2007). We notated the
modifications of each recording through software
known as Tune Transcriber, which can decrease the
tempo without changing the original pitch. Through
this process, we were able to listen in fragments and
notate the differences in the performances.

4

ANALYSIS

Our method was to notate the modifications of
melodic and rhythmic fragments performed by Fazil
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Say during live-recorded performances. Melodic and
Rhythmic Modifications. “Black Earth” is a threepart ballad with microtones, modal phrases, jazz
fragments and prepared keys or extended techniques.
The tempo indication in the introductory section is
Lento (Quasi improvvisazione) with no specific time
signature written. The term (Quasi improvvisazione)
resembles an improvisation. In this work, he applies
an extended technique, an imitation of the Bağlama
effect, a stringed instrument from Turkey, which is
also known as the saz. In the introduction section, Say
begins with a dark colour and soft dynamics. His
repetition of melodic fragments is inconsistent and
different from the music score, played either with
augmentation or diminution. There are five
repetitions of the notes in the melodic fragments
written in the score at Figure 1. This was the original
number of repetitions, whereas the longest was is in
2015 in Frankfurt at Figure 3, with nine repetitions of
the notes. However, in 2017, he shortens the
fragments to eight repetitions shows at Figure 5. The
examples of the augmentation and diminution in
comparison to the music score and his performances
at bar 4 is shown in Figure 1 to 5:

Figure 1: 5 notes repetitions from the Schott Publication
(2007)

Figure 2: 6 notes repetitions in Tokyo (2007)

Figure 3: 9 notes repetitions in Frankfurt (2015)

Figure 4: 8 notes repetitions in Bucharest (2015)

Figure 5: 9 notes repetitions in Frankfurt (2017)

Another example of Say’s modifications of
melodic and rhythmic fragments is in bar 8. The
original melodic fragments in Schott publication have
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three repetitions of D, C sharp, D, two of the E notes
shows in Figure 6. He modifies from the written score
and remain the same of 4 notes repetitions in
Bucharest, year of 2015 shows in Figure 9, and in
Frankfurt, year of 2017 shows in Figure 10. He also
modifies the rhythmic pattern from quavers to
syncopated rhythms in two of his performances
(Frankfurt and Bucharest, both in 2015). However, in
Tokyo, he adds a crotchet at the end of the phrase and
sounds slightly longer, that difference from the other
performances.

melodic fragments
rhythmic fragments

rhythmic fragments

In the introduction, Say modifies several rhythmic
patterns that are mostly syncopated. He also changes
the triplets from bar 8 to quavers in four of his
performances. His melodic fragments are
inconsistent; he either expands or shortens the
fragments in each of his performances.
After the Quasi improvvisazione in the
introduction section, there are eight bars in the second
section which have a different tempo indication,
marked as Largo doloroso. In bar 11, the rhythm on
the first beat changes to a smaller value. He also
modified the B natural to a C sharp during his
performances in Tokyo, and later in Frankfurt (twice).
An example of each performances of the rhythmic
and note changes in bar 11 are shown in Figure 11 and
12:

Figure 6: 3 melodic fragments repetitions and quavers
rhythm fragments in Schott Publication (2007)

melodic fragments
rhythmic fragments

rhythmic
fragments

Figure 7: 5 melodic fragments repetitions and quavers
rhythmic fragments in Tokyo (2007)

melodic
fragments

rhythmic
fragments

Figure 8: 5 melodic fragments repetitions and syncopated
rhythmic fragments in Frankfurt (2015)

melodic
fragments

rhythmic
fragments

Figure 9: 4 melodic fragments repetitions and syncopated
rhythmic fragments in Bucharest (2015)

melodic
fragments

Figure 11: The original notations from Schott Publication
(2007)

rhythmic
fragments

Figure 10: 4 melodic fragments repetitions and quavers
rhythmic fragments in Frankfurt (2017)

Figure 12: The rhythmic and pitch modifications in Tokyo
(2015) and both Frankfurt (2015 and 2017) in bar 11.

Another example of modifications is in bar 14.
The melody was played with additional chords rather
than single notes in three of his performances except
in Tokyo. The chord changes were not the same in
each performance. Figure 14 shows the chord
changes but remain the same rhythmic pattern with
the written score. Figure 16 shows that he adds the
chords at the fullest in Frankfurt in year 2017. As the
melody, tempo and dynamics were gradually
increased in the jazz style fragments, the tempo began
to change to a dramatic and energetic mood, which
led him to add those chords. He produced a bigger
sound to prepare for the mood changes. An example
of the additional chords in bar 14 are shown at Figure
14 to Figure 16:
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Figure 13: The original notations from Schott Publication
(2007)

Figure 14: Additional of chords in Frankfurt (2015)

Figure 15: Additional of chords in Bucharest (2015)

Figure 16: Additional of chords in Frankfurt (2017)

In the third section, the tempo changes to Allegro
assai-Drammatico, with syncopated rhythms in the
bass lines to keep the jazz-like pulse steady. There are
no major embellishments or modifications in this fast
tempo section. As this section repeats in a similar
manner to the second section, there is an extension of
the rhythmic fragments and additions of melodic
fragments and arpeggiated chords during these
performances.

5

DISCUSSION

In this study, we analysed the embellishments from a
music score and compared these with those in the four
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live-recorded performances by Fazil Say. Our
analysis shows that there were several melodic and
rhythmic modifications that occurred in each
performance. Fazil Say frequently applied the
extension of melodic fragments that were inconsistent
in terms of note repetitions. Some changed and some
were similar in each of his live performances. He
changed the notes which remained the same in three
of his performances. The addition of chords in a
second section of the piece, created a vast sound with
minor changes of harmony in each performance.
There were also several rhythmic modifications
that occurred during the performances that were
similar to each other. In this piece, Say simply played
syncopated rhythms and chose smaller values from
the original. He also changed a group of triplets to
quavers in the introduction section of the score, in
four of his performances, generating a more excited
feel in each of his performances.
It is evident that Say interprets and embellishes
differently in each of his performances. There is a
possibility that he creates the embellishment
spontaneously through inconsistency of fragments
and notations. The consistent fragments are not too
revealing and perhaps he does this intentionally.
“Black Earth” was published 10 years after his
composition and perhaps the publisher might
consider revising the music score.
Say’s embellishments consist of additional notes
and rhythmic modifications. Through our
observations, his embellishments resemble the
Baglama instrument effects especially at the Quasi
improvvisazione. The notes repetitions resemble the
Taksim. According to the Turkish Music Dictionary
website, the definition of Taksim is ‘a free-meter
instrumental improvisation section in Turkish
classical music. The modification in Say’s
performances only happens in a slow tempo. In
comparison with the western classical practice, this
was a common practice during the Baroque period
where embellishments apply in the slow movements
of sonatas (Rowland, 2001). Furthermore, the
composer has indicated the work should be played
Quasi improvvisazione, (like improvisation).

6

CONCLUSIONS

In this paper, we characterized Say’s commonly used
embellishments in “Black Earth”. As the term
embellishment means a ‘decoration’ and ‘to make
something beautiful’, the embellishments can be a
combination of Western and other embellishments
originating from other styles. In this study, we
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conclude that Fazil Say’s embellishments
consideration reflects his originality in comparison
through his piano work of the Black Earth.
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Abstract:

Creative music learning is one of the challenging subject in learning music for elementary school students.
The main topic of creative music is sound. It is the most important element in learning music. Sound must
recognize and heard at the beginning of music lesson. Creative music aims not only to develop students’
listening skills, but also to develop the ability in making innovation in music either creating creative musical
composition or musical instrument. The students also will get the advantages from creative music learning
process such as critical thinking, communication, collaboration, and creativity and innovation (4C). In the
framework 21st century learning, the 4C are the ability that must achieved by the students. Although creative
music subject is important in learning music, but it has not been widely taught in public schools. This paper
will examine how 4C integrated in creative music learning. The data obtained from observations and
interviews during the music creative learning process. The results shown that students integrate 4C in the
learning process. Making creative music requires critical thinking finding various possibilities in order making
innovations in music. Communication skill is also needed to express the ideas from critical thoughts. The
Collaborative ability also used when playing creative music. Critical thinking skills, communication, and
collaboration will ultimately result in creativity and innovation in making creative music.

1

INTRODUCTION
Data

Human life in the 21st century underwent a massive
change. In the 21st Century, the entire fulfilment of
life needs is based on knowledge, it makes the 21st
century is also known as knowledge age. The changes
in life in the 21st century affect various aspects of
human life, including education. Education in the 21st
century is knowledge-based education.
Education in the 21st century prepares students
to survive various kinds of life changes. The 21st
century education is also designed students get ready
to face the changing trends in employment in the 21st
century, knowledge age work. The work trend in the
21st century is very different from the trend of work
in the past century which is based on industry
(Trilling and Fadel, 2009: 4).

Extraction

Manufacturin
g

Assembly

Marketing

Distributi
on

Figure 1. Work Trend at Industrial Age

Product &
Services

Informatio
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Knowledg
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Expertise

Marketing

Product &
Services

Figure 2. Work Trend at Knowledge Age

The education curriculum in the 21st century is
designed to prepare students to deal with various
changes that occur in the 21st century. Educational
researchers agree that if we want to prepare students
to compete in the 21st century, education must help
students to learn and develop four basic abilities:
critical thinking, creative thinking, collaboration, and
communication, which is called 4 C (Kokkidou,
2013). The 21st century curriculum must be
redesigned and reflect the importance of 4c in
learning (Rotherham & Willingham, 2010; Pitchers &
Soden, 2000: Trilling, 2008). Every learning in the
21st century must reflect 4c in all its learning
activities.
In 21st century learning, music plays an
important role in preparing students to improve their
4c abilities (Riconalla & Silor: 2017). To be able to
prepare students to fulfil 4c abilities, music lessons in
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the 21st century were also redesigned. The music
material used to develop 4c's abilities is creative
music. In creative music learning, students are given
the opportunity to be able to improve their abilities
4c.
Creative music is a musical ability with active
learning. The focus of this subject is the basic sound
foundation in all music learning. In creative music
subject, the student not only learning music, but they
also learn about critical thinking, creative thinking,
collaboration, and communication. This paper is
aimed to analysed how the 4's integrated into music
creative.

2

THE FRAMEWORK OF 21ST
CENTURY LEARNING

The goal of 21st century schools preparing students to
face the challenges of life in the 21st century. To be
able facing the challenges of life in the 21st century,
students must have important competencies to fulfil
cognitive and social abilities (P21, 2006; Taylor,
2011). The partnership for 21st Century Learning,
known as P21 develops a 21st century learning
curriculum that has an interest in academic
knowledge that focuses on the life and career skills
(P21, 2006). According to P21's students must learn
important abilities such as critical thinking, creative
thinking, communication and collaboration to be able
to live successfully in the 21st century (P21, 2015).

P21 develops a curriculum that combines 3R's
abilities with 4C's. In the 21st century learning 3Rs is
translated into life and career skills, learning, and
innovation skills and information media and
technology skills (P21, 2015).
The following are the abilities students must
possess in the 21st century learning framework
(Trilling and Fadel, 2009: 47):
a. Life and Career skills consists of flexibility and
adaptability, initiative and self-direction, social and
cross-cultural
interaction,
productivity
and
accountability, leadership and responsibility.
b. Learning and innovation skills consist of
critical thinking and problem solving, creative
thinking and innovation, communication, and
collaboration.
c. Information Media and Technology skills
consist of information literacy, media literacy, and
information and communication technology literacy.
From all the abilities that students must acquire
in 21st century learning, the ability of critical thinking,
creative thinking, communication, and collaboration
is a very important ability that must be possessed by
students (Maneen, 2016: 35). According to P21, 4C's
is an ability that can prepare students facing complex
life and work environments in the 21st century (P21,
2015).

2.1

The 4c’s: Critical Thinking,
Creative Thinking,
Communication, and Collaboration

2.1.1 Critical Thinking

Figure 3. The Framework of 21st Century Learning
(P21, 2015)

The 21st century learning framework is a
development of the previous framework of learning.
In the previous century, there were three important
basic abilities that students must acquire: reading,
writing, and arithmetic or what is called 3R. These
three basic abilities in the 21st century not enough to
prepare students to survive and succeed. Therefore,

Critical thinking. According to P21 the emphasis on
critical thinking are using various types of reasoning,
such as inductive or deductive as well as effective
analysis and evaluating evidence, arguments, claims,
and beliefs, analyse and evaluate major alternative
points of view, synthesize and make connection
between information and arguments, interpret
information and draw conclusions based on the best
analysis, reflective critically on learning experiences
and processes, solutions for different problems in
conventional and innovative ways, identify and ask
significant questions that clarify various points of
view and lead to better solutions.

2.1.2 Creative Thinking
P21 emphasizes creative thinking skills in using wide
range of idea creation techniques, such as
brainstorming, ideas, elaborate, refine, analyze and
evaluate original ideas to improve creative efforts,
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develop, implement, and communicate new ideas to
others effectively, be open and responsive to new and
diverse perspectives, demonstrate originality and
inventiveness in work and see failure as an
opportunity to learn, act and contribute to the fields
which are innovation will occur.

2.1.3 Communication
P21 emphasizes communication skills on ability to
articulate thoughts and ideas effectively using oral,
written, and nonverbal communication skills in
various forms and contexts, listen to meaning,
including knowledge, values, attitudes, and
intentions, use communication for a range purposes,
use multiple media and technologies, and know how
to assess the impact and effectiveness of a priori,
communicate effectively in diverse environments.

2.1.4 Collaborations
According to P21, collaboration skills including
demonstrating the ability to work effectively and
respectfully with diverse team exercise flexibility and
willingness to be helpful in making necessary
compromises to accomplish a common goal, assume
shared responsibility for collaborative work, and
value the individual contributions made by each team
member.

2.2

3

METHODS

This study is qualitative research in regard to the
consideration that the researcher focused on
observing, understanding, and analysing how 4c’s
integrated into creative music learning. The
participants of this study were students of Music
Education Study Program, Faculty of Performing
Arts, ISI Yogyakarta who were mentors for creative
music learning. The data was derived from
observations and in-depth interviews. The
observations were conducted to observe how 4c’s in
the framework of 21st century learning integrated into
creative music learning. In-depth interviews were
employed to explore how students use their 4c’s skill
in the process of creative music learning. The data
from observations and interviews were analysed
qualitatively to answer the research question
addressed in this study. The analysis triangulated all
data were needed.

Creative Music

Creative music is a music learning material with the
aim to learn about sound. Sound is the most important
element in music. So that at the beginning of music
learning, the teacher should help students able to learn
listening sounds. Listening sound is essential in music
education (Schafer, 1992). Listening is the first
musical activity to humans since humans were still in
the womb (Graven & Browne, 2008: 187-93).
In creative music learning the material taught is
how to listen to various kinds of sounds around us.
The sound that was heard then organized and created
a new musical composition. In addition to creating
new musical compositions, in the process, it is
possible to create or find new musical instruments.
The composition of music and musical instruments
made in creative music learning emphasizes
something new, it means students are encouraged to
be able to think creatively to produce new musical
compositions and musical instruments.
In learning creative music, students learn in a group
which is consists of 10-15 students. Each group will
be accompanied by students of Music Education
Study Program of Faculty of Performing Arts, Institut
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Seni Indonesia (ISI) Yogyakarta, as a mentors or
facilitators. Each group will be given the task to
compose creative music about 3-5 minutes. The
indicator of the success of creative music composition
is creativity in composing music and producing
newness in making new musical instruments so that
they can create new sounds.

4
4.1

RESULTS AND DISCUSSIONS
Creative Music in the Framework
of 21st Century Learning

In the 21st century learning framework, it is stated that
students must have the ability to be able to improve
their competence. The 4c's abilities in the 21st century
learning framework must be obtained by students in
every learning they do. In creative music learning, the
4's C abilities are very necessary. Composing music
and musical instruments in creative music learning
requires the ability of 4's.
Creative music is a music lesson whose material
focuses on students' sensitivity to various sounds.
Listening activity is an activity that is subjective and
covert (Kratus, 2017), so for some teachers, creative
music material looks rather difficult to teach.
However, sound listening material is a basic element
that is very important to shape students' musical
abilities and experiences.
Creative music learning focused on listening
activities is learning about concepts that help students
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to understand sound in music. According to Dunn
(1997), listening activities are natural active
processes and involve individual cognitive abilities.
Peterson (2006) further explained that active music
listeners are creative music makers, who construct
music using unique musical perceptions.
From the explanation above, it is known that the
activity of listening to music creates an individual
musical experience. Musical experience is an
individual subjective experience. Individual listeners'
musical representations are essential for listeners of
music themselves, that is music for these individuals.
Listening music requires high thinking skills
because all musical concepts learned are abstract
constructs. To be successful in creative music
learning, critical thinking skills are needed in order to
understand abstract music constructs. In addition to
critical thinking, because music activity is a very
subjective activity, this activity requires creative
thinking, because each individual will creatively use
their own ways to understand music. In an effort to
understand creative music learning, communication
skills are needed. Communication is needed to
convey ideas, concepts, or questions to understand the
sounds that they listen to. Collaborative ability is also
needed to be able to convey ideas and concepts about
sound in the form of musical performances.
From this explanation, it can be concluded that
creative music learning is learning about how a
person can think critically, think creatively,
communicate, and collaborate (4c’s) to be able to
understand the sound that later constructed into
music. The 4c's abilities are directly integrated into
creative music learning, so making creative music
learning becomes an important material to be taught
to students.

4.2

Critical Thinking and Creative
Music Learning

Critical thinking in learning creative music is also
needed. In terms to understand sound, the ability to
think convergent and divergent is needed. Convergent
thinking is a form of problem-solving that produces a
definite answer, while divergent thinking is a form of
problem-solving that produces a variety of answers.
Learning creative music requires students to be
able to make a composition of music and also a new
musical instrument from a variety of sounds that are
explored. In terms of making a creative music
product, students must use critical thinking. The goal
of critical thinking is problem-solving. In creative
music learning making or producing creative music is
a 'problem' that must be solved by students. To solve

the 'problem', students can use convergent and
divergent thinking.
Students use critical thinking in exploring sounds.
From the results of sound exploration, students will
analyse the possibilities of sound that can be used in
making creative musical compositions. Sound
exploration also allows students to create creative
musical instruments. Creative musical instruments
referred to here are musical instruments that are made
by students based on the results of sound exploration
using the ability of critical thinking students. This
instrument is also made from items that are easily
found by students.
In the process of creative music learning, critical
thinking is needed by students to analyse sound,
analysing how the sound is arranged to put in creative
musical compositions, analysing and evaluating
various kinds of ideas from group mates, and make
decisions based on various kinds of information,
ideas, views, and experience gained. So that in the
end students can produce creative music products.

4.3

Creative Thinking and Creative
Music Learning

In creative music learning, critical thinking skills are
related to creative thinking skills (Small, 1987;
Pogonowski, 1987). Producing products in creative
music, students must also use their creative thinking.
Students' creative thinking produces innovation.
Innovation in creative music learning in is creative
musical compositions or creative musical
instruments.
Creative thinking is related to divergent thinking.
The concept of divergent thinking in listening to
music is applied from concepts in psychology about
creativity: fluency, flexibility, elaboration, and
originality (Kratus, 2017). Fluency is related to how
individuals find various possible answers to a
question, problem or situation. Flexibility is the
ability to think of different types of responses to
questions, problems, or situations. Elaboration is the
ability to embellish, expand, or notice combinations
of ideas. Originality is the ability to think uniquely.
Fluency, flexibility, elaboration, and originality are
the results of creative thinking. In creative music
learning, these four things are needed to make
creative musical compositions and or creative
musical instruments. Fluency in creative music
learning is used to listen to various kinds of sounds,
so the sound can be identified. Flexibility in creative
music learning is used not only to list various kinds
of sounds that are heard but also to list more details
about what sounds are heard and what they feel when
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they hear the sound. Elaboration on creative music
learning is used when listening to various kinds of
sounds, then students listen various kinds of sounds
simultaneously. Originality in creative music learning
is used when students hear sounds, students can
explain the sounds they hear according to what they
imagine. This image will be different from one to the
other. This is the originality of students.
In producing innovations in creative music
learning, fluency and flexibility allow students to be
able to identify various types of sounds and use them
in their creative musical compositions or from a
variety of sounds that are heard, students can make
creative musical instruments. From each student's
exploration of the sound they listen to, the sound is
elaborated on the creative musical composition they
are working on. After the sounds are elaborated in
creative musical compositions, in the end, students
produce a creative music product that is the
composition of creative music and original musical
instruments.

4.4

Collaboration and Creative Music
Learning

Collaboration in 21st century learning is an important
ability that students must have to achieve meaningful
and effective results. The ability to collaborate also
prepares students to work in teams. According to
Surowiecki (2005), collaboration in a group with
various kinds of individual backgrounds will give
better results and produce intellectual decisions than
someone who is an expert in making decisions.
In creative music learning, collaboration skills are
needed not only in making creative musical
compositions but also in playing these compositions
in groups. Making creative musical compositions in
creative music learning requires many ideas, so it
requires the collaboration of ideas from each group
member so that the composition of the music can
reflect original ideas.
After a creative musical composition is made, the
ability to cooperate and collaborate is also needed
when perform their creative music compositions that
have been made. At the end of creative music
learning, a creative music festival was held. This
festival displays creative musical works that have
been made by students.

4.5

Communication and Creative
Music Learning

Communication skills are also needed in creative
music learning. In the 21st century learning
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framework, communication skills are needed by
students to be able to convey ideas through speaking
and writing. Communication skills are very closely
related to the ability to collaborate. Because
communication can work effectively if the individual
invited to communicate can understand what is being
communicated. As stated by Seefeldt (2004) that
social skills (collaboration) and communication skills
go together.
In learning creative music, students are required
to have good communication skills so that every idea
they have can be communicated well in groups.
Communication is also needed to analyse and
evaluate creative musical compositions and the
creation of creative musical instruments with tutors
who guide students in groups.

5

CONCLUSIONS

The 4c's ability in the 21st century learning framework
is an ability that must be achieved by all students. The
ability 4c’s not only increases students' cognitive
abilities at school but also provides opportunities for
students to prepare themselves to improve their
competence in facing increasingly complex global
and workplace challenges in the 21st century.
In creative music learning, the main material of
learning focused on listening. The 4c's ability is
needed so that it can produce creative music products:
the composition of creative music and creative
musical instruments. Although the 4c's abilities are
four different abilities, these four abilities are
holistically integrated into creative music learning.
Critical thinking ability is the main ability in
creative music learning, but relationships with
creative abilities thinking, collaboration, and
communication are equally important. This is
explained by Richard and Elder (2006) who
emphasize that critical thinking has a very close
relationship with creative thinking. Critical thinking
also requires communication skills to analyse and
evaluate critical thinking, while collaboration
capabilities are needed to realize ideas that arise from
critical thinking.
Making creative music compositions and creative
musical instruments begins by using critical thinking
and creative thinking on listening activities. The ideas
that emerge when listening sounds then communicate
and be analysed. These emerging ideas are compiled
and organized in creative musical compositions using
creative musical instruments. In the end, to produce
products from creative music, it takes the ability to
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collaborate in groups to be able to play the creative
musical compositions that have been made.
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Abstract:

Globalization eliminates time and space boundaries within local culture scope into global one. The effect of
westernization definitely becomes one of globalization components. The development of information and
communication technology accelerates globalization process. Karawitan, a traditional art originating from
Java, has also experienced westernization process. Globalization in information and communication
technology, besides its positive impact, also has negative impact on the existence of karawitan and on
Indonesian people as the heirs of this culture. The lack of control over karawitan works uploaded on the
internet and the ease of access to these works will certainly threaten karawitan music existence. Moreover,
the data information of karawitan circulated on the internet is dominated by foreign sources. Thus, as a
cultural heritage, karawitan should be preserved through good policies and documentation which are
completely and validly arranged. In addition, the use of internet technology as a medium to present musical
information in cultural globalization era is one of many ways to do to maintain the existence of Indonesian
people as karawitan inheritors.

1

INTRODUCTION

There are two cultural heritage categories, tangible
cultural heritage which includes monuments,
artifacts, and cultural area; and intangible cultural
heritage as traditional architecture, regional
languages, traditional fabrics, local wisdom,
traditional crafts , traditional culinary, ancient
manuscripts, traditional clothing, traditional games,
traditional arts, traditional weapons, traditional
technology, as well as oral traditions. In Indonesia,
the number of cultural heritages which have been
successfully documented does not reflect the overall
amount considering abundant wealth of Indonesia's
cultural heritage.
Cultural statistic data published by the Secretariat
General of the Center of Education and Culture Data
and Statistics of Indonesia in 2016 show the fact of
extinction in cultural arts of Java, in which 26
performances, 6 music and 16 dances have been
extinct. Back to 2013, as reported in Sindonews, an
national newspaper of Indonesia, Aprinus Salam, the
chief of the centre for cultural study of Gadjah Mada

University, mentioned that there were about 200
types of traditional cultures in districts Sleman,
province of Yogyakarta which have been and near to
extinct. There were quite difference in numbers
between data given from these two institutions; one
which represents Indonesia government stated that 48
cultural arts of Java have been extinct, while another
one which represents a research institution of a
university stated that about 200 types of traditional
culture have been and near to extinct in just one
districts.
Further, Salam (2013) stated that the lack of
protection, preservation, development and funding
from the government as policy holders, traditional
culture transfer which is increasingly imperfect or
diminished in its essence and the entry of foreign
cultures due to the influence of globalization are
considered as the reasons for the cultural heritage
extinction.
Globalization opens boundaries, forms linkages
and influences all aspects of life among nations.
Westernization is one component in globalization
(Scholte, 2001) which gives the influence of the
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diffusion of western culture into local culture.
Information and communication technology
accelerates this globalization process. The main
actors in this process are developed countries which
master information and communication technology
through the diffusion of their local own values into
global values. This condition threatens local/regional
(Indonesian/traditional) arts such as gamelan
(Mubah, 2011).
Nasution (2017) proposed an approach focusing
on the defense of local culture by strengthening the
filter to foreign culture and resistance on values
threatening local culture in order to stem
globalization in culture. In addition, Mubah (2011)
suggested government intervention to issue
regulations which can protect local culture and to use
communication and information media (internet) in
marketing local culture to the world.
This paper aims to discuss globalization
accompanied by the development of information and
communication technology in relation to the
existence of culture and cultural heirs. In addition, the
objects of this study are karawitan, and Javanese
karawitan community. Karawitan is traditional music
ensemble from Java which use gamelan as the music
instruments, and gendhing as the songs. The
discussion focuses on the application of information
and communication technology into western arts
(western) as well as their influence on Indonesian
local culture, i.e. karawitan.

2
2.1

KARAWITAN
Existence in Modern Technology
Globalization

The influence of globalization can be found in the use
of music recording systems or notations in karawitan
as one of Javanese culture products. Music notation is
a western technology requiring musicians to obey and
follow all the conditions recorded within, while
karawitan art uses it as a general picture in playing
music. Becker in Rusdiyantoro (2011) stated that
notation system is the most dangerous influence of
western music in karawitan. However, this system
can penetrate Javanese culture even almost without
any resistance. Although the use of notation system
can lead to misleading, this influence in its
development can open up the awareness of musical
figures to document gendhing in order not to cause it
disappear as well as to make it as a medium of
learning, and to make it used by musicians as a guide
in presenting karawitan.

The effect of diffusion not only stops in the
application of musical notation, but song
formulations which are common to western music are
also applied by Sindusawarna to gendhing with a
concept of ding dong for gatra, a kind of a bar
containing four beats, in formulation: small dingsmall dong-big ding-big dong (Supardi, 2016) or
fore-back-fore-terminal formulation of gatra by
Martopangrawit (1969). Furthermore, western people
who study karawitan, such as Becker and Becker
(1982), Hughes (1989), and Benamou (2016) tried to
mathematically formulate gendhing further to predict
the pitch value of notation for each beat. The
paradigm of western society in learning karawitan
tends to formulate gendhing using mathematical logic
of if A then B, while Javanese karawitan characters
emphasize more in the view that gendhing reflects a
feeling which certainly cannot be formulated. Thus,
the logic built whould be if A then it is not always B.
Logic difference in understanding gendhing
between Indonesian and western musical figures does
not cause any conflict or resistance from Indonesian
musicians or even make cancellation of gendhing
formulation by the Western Karawitan community.
The humble nature held firmly by Javanese karawitan
people makes it the basis for accepting differences by
allowing some formulations to create gendhing.
Supanggah (2015) states that there is nothing wrong
or right in composing gendhing since it is widely
opened to be created by anyone, yet the society
acceptance must be taken into consideration in
composing gendhing.
It can be seen that the attitude shown by Javanese
karawitan figures/community who can accept these
differences is definitely a proper way with the current
cultural globalization which absolutely cannot be
dammed. People or individuals from foreign
countries or from Indonesia itself are free to learn
karawitan in Indonesia, and are surely free to apply
what they have learned based on their knowledge
capacity. On the other hand, the globalization era
makes it possible for everyone to publish works
through the internet which can be accessed by anyone
and anywhere without any control to measure the
suitability of the work against karawitan
characteristics. This condition can actually erode the
existence of karawitan originality if there are more
works circulating on the internet which do not fit
karawitan characteristics and consequently there will
be more who study karawitan through the internet.
The phenomenon of artificial intelligence
application in art also cannot be prevented in
karawitan. Artificial intelligence approach is used to
develop computer programs possessing the ability to
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create songs. This phenomenon has broadly
developed since the emergence of string quartet
composition works (one type of classical music)
created by computer programs (Hiller and Isaacson,
1959). The development of artificial intelligencebased computer program which is able to create
songs started to become a trend with the application
of various artificial intelligence algorithms and
methods in creating compositions of various music
types, such as works from Xenakis (1965), Ebcioglu
(1986), Gillick et al (2009), Kitani and Koike (2010),
Pestana (2012), Quick (2015) and (Pachet, 2016),
while the application of artificial intelligence to
computer programs which can create gendhing was
developed by Hastuti et al (2016).
It is natural that there is a controversy over the
application of artificial intelligence in karawitan.
However, resistance cannot prevent the continuation
of this phenomenon. The researchers in this study are
based on efforts to document the characteristics of
karawitan in the form of computer programs which
can compose a song. Moreover, the researchers try to
formulate the characteristics of gendhing and store
the formulation into a computer program so that
karawitan characteristics will be maintained forever.
In addition, if the generated gendhing does not meet
its original karawitan characteristics, there will be
many more further researches carried out to fix and
improve the computer program performance.
The existence of karawitan originality must
indeed be maintained without raising any rejection on
the existing karawitan work which becomess the
impact of current cultural globalization. In addition,
policy formulation related to any possibilities which
may influence karawitan existence is necessary to be
issued by considering social, legal and technological
development perspectives. Policies with original or
non-original classification outputs need to be
considered, for example: by using the classification
proposed by Sunarto (2015) which distinguishes new
music in karawitan into three classes, i.e. classicaltraditional, popular, and gagrag/contemporary.
Development of computers and cellphone
technology has affected the development of
applications for virtual music instruments, such as
Rubbycell's Pianist HD, Synthesia by Synthesia LLC,
Piano Play and Learn by Yokee, and Smule by Ge
Wang. The application of virtual music instruments
which was originally created for learning and game
purposes has been growing so extensively that it was
used for music shows. Dannen (2009) describes that
Smule is able to turn iPhone into a creative channel
which allows the users to learn, play and perform a
musical show. This phenomenon finally penetrates
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karawitan world with various created applications of
virtual gamelan instruments, such as e-Gamelan by
Dian Nuswantoro University, Gamelan Toetoel /
Gatoel by B201dev, Saron Digital by ProAndro, Bali
Digital Gamelan by Daksa Digital, Bueh Developer's
Digital Gamelan, and so on.
Different views between Indonesian karawitan
figures/community and virtual gamelan application
developers are commonly based on the same goal, i.e.
preserving cultural heritage. FX Hadi Rudyatmo as
the Mayor of Solo city, Central Java Province stated
that the use of virtual applications cannot fulfill the
need for respect to both the ancestors who created
gamelan and the noble values of gamelan
(www.liputan6.com). In contrast, developers of
virtual gamelan application possess different
perspectives in interpreting cultural heritage respect,
i.e. developing virtual gamelan application is as an
effort to preserve it.
Similarly to the application of artificial
intelligence in creating gendhing, the development of
virtual gamelan cannot be possibly avoided or even
prevented as one of globalization impact s in
information and communication technology whether
from within the country or from abroad. Moreover,
globalization allows all works accessible by anyone
and anywhere. In virtual gamelan case, Catherine
Basset (2005), a French citizen, is one of many
pioneers in the development of virtual gamelan
applications with her work ‘Mécanique Gamelan’
developed in 2003. In addition, this application can
be downloaded in the internet. In conclusion, it is
good to provide some opportunities for the
Indonesian to contribute in preserving their national
culture through the use of using information and
communication technology by developing virtual
gamelan, although it is necessary to conduct more indepth studies investigating its positive and negative
impacts

2.2

The Existence of Indonesian People
in Karawitan Information
Globalization

Cultural heritage preservation can be done by directly
coming into the cultural heritage location and by
developing systems which are able to act as cultural
information centers (Aufar, 2012). Easy access to
information today is a challenge for Indonesian
people in managing karawitan. As a cultural heritage,
karawitan must be preserved by conducting good
documentation which is completely and validly
arranged. Besides, the use of internet technology as a
medium for presenting karawitan information in this
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cultural globalization era is one of the major things to
do in maintaining the existence of Indonesian people
as karawitan inheritors.
The use of terms ‘karawitan’, ‘gamelan’ or
‘gendhing’ on the names or contents in websites
owned by either Indonesian people or non-Indonesian
citizens has eliminated the boundaries of space and
time in the scope of local culture to be global one. The
influence of information and communication
technology in culture globalization leads to the lack
of the existence of Indonesian people as karawitan
inheritors. This fact can be found when we conduct
some searching for karawitan information via the
internet. Although karawitan is an indigenous
Indonesian cultural heritage. Based on the facts
obtained while searching karawitan information in
the internet using keywords related to karawitan,
such as “karawitan”, “gendhing”, “gending”, or
“gamelan”; most karawitan information data are
dominated by foreign sources.
Searching conducted through Google search
engine using keyword “karawitan” produce abundant
data on websites presenting karawitan information. In
addition, at the top of the lists are Wikipedia website,
a number of individual blogs, and linked websites
from YouTube which present video performances
from individuals or karawitan groups. Searching with
keyword “karawitan music” still do not result in some
web site data presenting karawitan music information
in a structured way in terms of completeness and its
validity. The search recommends various websites as
it does when searching using keyword “karawitan”.
Furthermore, search using keywords “gendhing”,
“gending”, and “gamelan” results in almost similar
data to the search using keyword “karawitan”. Sadly,
the irony occurs since the search results mostly refer
to websites owned by non Indonesian citizens when
searching using keywords “gendhing collection” or
“gending collection”, even gendhing database which
is easily obtained in the Internet is through a website
gamelanbvg.com (Boston Village Gamelan from the
United States).
Besides websites belonging to individuals, groups
or institutions, Wikipedia, blogs (Blogspot or
Wordpress), and YouTube are Web sites dominating
the internet media to present karawitan content and
those websites are owned by non-Indonesian citizens.
Accordingly, the placement of karawitan content on
the websites, by both Indonesian people and nonIndonesian citizens, is a manifestation of karawitan
globalization. In the perspective of cultural inheritors,
karwotan information dominated by foreign sources
clearly reduces the Indonesian’s pride as karawitan
inheritors.

Regarding the naming of websites, the identity of
websites using gamelan name is not inherent to
Indonesian people ownership;
for instances:
gamelan.org is owned by American Gamelan
Institute, gamelan.org.nz is owned by Gamelan
Wellington Newzealand, gamelan sulukala website is
owned by Plainfield Village Gamelan from Vermont,
USA, and gsj.org stands for Gamelan Sekar Jaya is
based in San Francisco city, United States.
It is clear that karawitan has globalized, and it is
legitimate for any individual or group from Indonesia
or other countries involved in karawitan art to use
karawitan or gamelan or gendhing terms as their
identity or group. On the other hand, Internet
technology accelerates the process of karawitan
globalization. The ownership and mastery of Internet
technology by karawitan community from the
western countries which is more advanced than
Indonesian karawitan community provides more
opportunities to the western people to publish their
knowledge and karawitan works through the Internet
by including the word gamelan as the identity of their
websites. Although foreign karawitan communities
still respects the origin of karawitan by providing
some information stating that karawitan or gamelan
is originated from Java, Indonesia, the Indonesian as
the original owner of karawitan and must consider
their existence as the main provider of karawitan
information resources on the Internet.
Searching information for karawitan groups
(gamelan studios) in the United States is actually
easier than searching for karawitan groups from
Indonesia. Data saying that there are more than 100
karawitan groups in the United States, including the
profile of the karawitan group, have been published
on Wikipedia website on a page entitled “List of
gamelan ensembles in the United States”. More
ironically, there is no information about Indonesian
karawitan figures/musicians on the page entitled
“Gamelan” in the Website, it mentions some
musicians collaborating with karawitan instead, such
as John Cage, Colin McPhee, Lou Harrison, Béla
Bartok, Francis Poulenc, Olivier Messiaen, Pierre
Boulez, Bronislaw Kaper, Benjamin Britten, and
many others.
Searching information using keywords “Javanese
karawitan figures” results in not much different data
from other karawitan information searches. There is
no website providing complete and valid information
about Javanese karawitan musicians or figures,
profile information of such Javanese karawitan
musicians as Sindusawarna, Martopangrawit,
Mloyowidodo, Wasitodiningrat, Sumarsam, Rahayu
Supanggah, Sri Hastanto, Narto Sabdo, and so on; is
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documented incompletely and still spreading on
various websites so that the search will be
impractical. If this condition continues, Karawitan
figures can be forgotten by future Indonesian
generations.
The eradication of Indonesia identity as the
original owner of karawitan will continue to occur if
Indonesian pople do not actively conduct complete
and valid karawitan documentation with easy access
to karawitan information on the internet. In addition,
it will continuously happen if karawitan information
resources on the Internet from foreign countries
dominate with uploaders or karawitan content owners
as well as Websites providers which present
karawitan information on the internet and also if there
are more users (karawitan information searchers) not
from Indonesia.

2.3

The Priorities and Actions

Javanese karawitan documentation includes history
and learning, karawitan figures, gendhing (creators,
notations, lyrics and meanings), karawitan groups,
performances/shows (audio, or audio and visual),
gamelan instruments which have historical value, and
so on. Until today there is not any easy access to the
availability of karawitan information in complete and
valid data through the Internet of which this should be
provided and guaranteed by the Indonesian people as
karawitan inheritors.
Javanese karawitan preservation must be done
through complete and valid documentation, and
supported by the ease in information retrieval/search.
There are three main points being priorities in
maintaining the existence of the Indonesian as
karawitan inheritors in karawitan globalization era,
they are: (1) developing an ICT-based Javanese
karawitan documentation system which supports the
availability of Javanese karawitan databases and easy
information search via the internet, (2 ) conducting
socialization to Indonesian people to build awareness
of Indonesian karawitan community about the
importance of maintaining the existence of
Indonesian people as karawitan inheritors in this
cultural globalization era, (3) providing knowledge
transfer to Indonesian karawitan communities about
the mechanisms to actively contribute to the
documentation and provision of karawitan
information through built information systems.
Karawitan is one of Indonesian cultural heritages
which is rich of figures, works, instruments and other
information. If the search for karawitan information
through the internet does not reflect the wealth of
karawitan, it can be assumed that there is still a lot of
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data in the form of manuscripts which are spreading
out everywhere, and there are still many Indonesian
karawitan communities who do not yet realize the
importance of digital documentation or they even do
not have any knowledge to do digital documentation
as well as to use the internet to publish the
documentation.
By considering the value of Javanese karawitan
wealth, process of developing system which includes
the formulation of regulations in karawitan
documentation through the internet, collection,
validation, digitization and data uploading as well as
system maintenance mechanisms (continuous content
management and system promotion on the internet)
will require both hard and smart work . furthermore,
not less important work is to disseminate and transfer
the knowledge to Indonesian karawitan communities
regarding karawitan documentation system. The
involvement of stakeholders, such as: representatives
of the Republic of Indonesia government,
representatives of cross-academics with fine
arts/karawitan arts background, information and
communication technology, or others, representatives
from karawitan practitioners and other relevant
parties; is needed to maintain the existence of
Indonesian people as the inheritors of karawitan by
being karawitan information center through ICTbased karawitan documentation.

3

CONCLUSIONS

Globalization eliminates time and space boundaries
within the scope of local culture to be global one and
the influence of westernization becomes one of the
components in globalization. Karawitan, a traditional
art originating from Java, is also affected by
globalization. Besides the positive impacts, the
development of information and communication
technology accelerating globalization process may
cause a negative impact on the existence of culture
and its inheritors if it is not properly and correctly
addressed. Some facts described in this paper indicate
that the government, Indonesian generation (people),
and especially Indonesian karawitan community are
less prepared to respond to the use of internet
technology in the globalization era of information and
communication technology particularly in culture. In
principle, the negative impacts arising cannot be
solved without involving the information and
communication technology itself.
In-depth studies are required to do to formulate
policies in preserving the existence of karawitan as a
cultural heritage, and the existence of the Indonesian
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(people and nation) as its inheritors. Government
interference is one thing which must be done by the
Indonesian government, as the Malaysian
government's efforts to protect its local arts. In 2008
Malaysia sought to review the law restricting the
broadcast of foreign songs on private radios by
applying a discourse regulating a 90:10 quota, i.e.
90% for broadcasting local songs and 10% for
broadcasting foreign songs (www.republika.co.id).
Under these conditions, Malaysian government
encourages more artists in Malaysia to be ready to
compete than to prevent the entry of art from foreign
countries by considering that making prevention
solution measures less effective by the existence of
internet media. Besides the government, it is
necessary to involve other stakeholders from such
various backgrounds as experts from various fields,
for instances: culture (karawitan), information and
communication technology, law, social, education,
etc. Last but not least and should also be regarded as
a priority is to create a karawitan information center
on the internet and to conduct transfer of information
and communication technology knowledge to
Indonesian karawitan community as a real effort to
build awareness on the importance of actively
contributing in documenting everything related to
karawitan in the internet world.
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Abstract:

This study is aimed at finding the positive movement of feminism by Kartini in influencing the socio-cultural
development for female art students in their art creation, and analyzing its development in education today
compared to those in Kartini’s era. The socio-cultural development in education is assumed to influence the
female education throughout Kartini’s movement and belief. Currently, the existing phenomena in which
millennial generation is very active in responding the updated information technology, influences the female
art students in doing any movement for their art creation. As they are no longer trapped inside the domestic
paradigm in education as being found in Kartini’s era, the progressive development of emancipation can be
seen from any art creation and other art behaviors carried out by female art students. This is a qualitative
research and uses descriptive method by doing the observation and in-depth interview to collect data. The
results of this study reveal that there is an active movement by the female art students in responding Kartini’s
emancipation throughout their art creation and behavior, and current education has shown the socio-cultural
development for millennial generation, particularly for female art students to exist.

1

INTRODUCTION

Looking at the role of female in a patriarchal family
pattern in some parts of Indonesia that places female
as the one who should work for a domestic area
becomes a paradigm that remains rooted in most
societies. In Javanese society, stereotypes of female
can be seen in the expression of swarga nunut neraka
katut, a wife must obey her husband. Moreover, the
statement of kanca wingking which became a popular
term indicating the status of Javanese female for some
decades truly has affected the progressive
development of emancipation in Indonesia.
According to feminists, these cultural barriers arise
because of the cultural heritage of primitive societies
in which men as hunters while female as gatherers. In
terms of the status and stereotypes towards Javanese
women, it is definitively supported by
Kusumohamidjojo (2009: 93) that the status is as a
position in the individual place in society, while the
role is the activity undertaken by the individual to
realize his status. In other words, role is a function to
run a status.

Along with the active movement of women’s
emancipation since the time of Kartini (a prominent
Indonesian female heroine and a pioneer in the area
of education for girls and female's rights) until now,
the paradigm of female in which they are domiciled
under men is no longer applicable, especially with the
social, economic, and cultural changes for placing
female's position is equal to men. Before the women’s
movement, Kartini herself has been set as a
benchmark aspiration for Indonesian women. Kartini
who is acclaimed as the pioneer of the Indonesian
women’s movement and a champion of education, as
well as a national heroine, has actively affected on
what is today as being a kartini. A kartini can mean a
woman in general, but the term more usually means
an exceptional, modern woman, a leader in her field.
This is framed not just as particular women
continuing Kartini's aspirations—but as having
become ‘kartinis’ themselves (Mahy, 2012: 6-7).
It is a qualitative research and the descriptive
method was used by doing the observation and indepth interview to twenty informants consisting of
female students of four music study programs at
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Faculty of Performing Arts, Institut Seni Indonesia
Yogyakarta for data collection. This study explores
the positive movement of feminism by Kartini in
influencing the socio-cultural development for
female art students in their art creation, and analyzing
its development in education today compared to those
in Kartini’s era. Female art students’ points of views
and experiences enable writers to analyze as well as
to contribute to a better understanding of today’s
female education seen from Kartini’s emancipation
context.

2

DISCUSSION

Today, as the social movement has reached out the
very basic gender issues, women are there, soaring
their existence and potentials as what Kartini’s belief
on emancipation. It is also responded by modern
people who are being more educated and
understanding their roles. In education field,
compared to Kartini’s era in which education was
dominated only for men and noble families, the trend
of female education in Indonesia is more in pursuing
girls and women to close the gender gaps which
existed for some decades. During the millennium era,
female students who are familiar with the updated
technology have more tendency in utilizing the
technology for upgrading their existence and insights.
These phenomena have also a part of sociocultural
development in which the current technology leads
them to show up and fulfil the education need.

2.1

Kartini’s Education Movement

Based on the Oxford dictionary the word
"emancipation" is (1) "the fact that the process is
being set free from legal, social, or political
restrictions; liberation." This reveals a situation
where a person initially finds himself confined or
locked up, in which he is not free to move on what he
wants to do. Even Oxford mentions the next
understanding, which looks more extreme, namely
(2) "The freeing of someone from slavery."
Understanding these words brings another dimension
to the meaning of loose and unrestricted and able to
stand alone. The word 'slave' is very far from an
appreciation for work, life and work. The status of
women and their existence with the life upheaval and
phenomena have indirectly reflected to what Kartini
did for female emancipation, particularly for female
education. With all her strong efforts to break in
Javanese level of socio-cultural found in Javanese
people at that time, Kartini was able to instruct the
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simple dominant effect to Javanese female by giving
more freedom to exist and have basic education.
The status of women and their existence with the
life upheaval and phenomena have indirectly
reflected to what Kartini did for female emancipation,
particularly for female education. With all her strong
efforts to break in Javanese level of socio-cultural
found in Javanese people at that time, Kartini was
able to instruct the simple dominant effect to Javanese
female by giving more freedom to exist and have
basic education. Kartini’s friendships and interaction
with the Dutch feminist, Stella Zeehandelaar,
throughout their letters strongly became the valuable
contribution not only to the female education
development in Java but also to the progressive
development of emancipation. Kartini’s letter to
Stella was able to emphasize the importance of
education and emancipation which can be found as
written in two pages of her letter.

Figure 1: Page 4 of Kartini’s Letter on 25 May 1899
(Source: https://diansano.blogspot.com/2016/04/suratkartini-kepada-stella-zeehandelaar.html, downloaded on
August 25th, 2018)

Kartini’s relationship with Mrs. Rosa Manuela
Abendanon has contributed to education for bumi
putera (Indonesia people) particularly for Kartini and
her sisters. It is reflected on Kartini’s letter to Mrs.
Rosa Abendanon which had given her a bigger insight
on how she enjoyed education by learning a lot of
science, social and culture with her hobby of reading
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books or newspapers in Dutch. She wrote a lot of
letters to friends in the Netherlands about the
complaints of the fate of Javanese women who could
not receive good education. In addition, she wrote a
letter about the number of women who were married
at a relatively young age. Since then, she was amazed
by the mindset of European women, then she wanted
to promote and fight for the rights and emancipation
of women by setting up schools for women so they
could study and learn. Her noble ideals arose because
she felt sad to see her people were restricted in
freedom of expression, low education, and even many
of
them
did
not
attend
school
(https://astacala.org/2016/04/aku-ingin-feminismedan-nasionalisme/, accessed on August 25th, 2018).
Furthermore, Kartini’s letter to Mrs. Abendanon
then moved steadily toward a more comprehensive
engagement with both Western and Indonesian
culture, retaining a strongly feminist position but
emphasizing the cultural difference and the dignity
and worth of Javanese culture (Celarent, 2016: 1005).

education has reflected the informal education by
which she delivered her messages to Javanese women
with her private teaching. In the early 20th century,
Kartini demanded and requested to her father for
giving her wider opportunity to get good education, it
could represent the goal of the liberal feminism
movement, namely when she asked her father to be
given the same opportunity as her older brother to
continue her education to a higher level, secondary
school in Kota Semarang, Central Java, and according
to her, from the results of the school's education, even
though she was a woman, "she could become fully
human, without stopping being a full woman"
(Kartini in Rajab 2009: 6).
Meanwhile, women organizations in Indonesia
supported the movement as there was the National
Women’s Congress in 1928 for which it gave
recommendations and articles that were published in
women’s organization’s journals. The important
article on women’s movement was that concerned
with gender equality in education and suffrage, the
rights of equal pay for equal work, child and women
trafficking, marriage law, prostitution and child
marriage. In the late colonial era, it focused more
directly on education, suffrage and marriage law
(Qibtiyah, 2009:175). Since then, female education
becomes one of the crucial issues as it relates to
gender issues in Indonesia.

2.2

Figure 2: Page 5 of Kartini’s Letter on 25 May 1899
(Source: https://diansano.blogspot.com/2016/04/suratkartini-kepada-stella-zeehandelaar.html, downloaded on
August 25th, 2018)

According to Kuntowijoyo (2006: 47), in each
level of society, education is conducted either
formally throughout educational institutions or
informally
throughout
means
of
social
communication. Kartini’s firstly movement in

Socio-cultural Development of
Education

Pioneered by Kartini for emancipation throughout
education, more heroines took part for promoting
female education, such as Dewi Sartika and Rasuna
Said. As it was very important for them to enhance
the emancipation, therefore they seek to promote and
prosper Indonesian women by organizing special
education and schools for women (Wieringa in
Aliyah, et.al, 2018:148). As a result of a very long
social progression, female education has been viewed
important by understanding the point of United
Nation declaration on education. United Nations
(UN) organizations aim to enforce basic human rights
including education for all. Article 26 (1) of the
Universal Nations Declaration of Human Rights
stated that:
“Everyone has the right to education. Education shall
be free, at least in the elementary and fundamental
stages. Elementary education shall be compulsory.
Technical and professional education shall be made
generally available and higher education shall be
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equally accessible to all on the basis of merit (UN,
1948)”.
It strongly supports the issue of basic education in
Indonesia, particularly for female education. It is also
in line with the need for education that can be a strong
part of culturally world development. Furthermore,
education was also organized to reinforce the
patriarchal relations which existed in both the public
and private spheres of social life (Brown and Lauder,
1991:5).
The impact of Kartini's struggle on sociocultural
development for the millennial generation is now
believed by informants who have different responses.
They argued that there has been a figure who can be
a role model for women in Indonesia to come forward
and bring changes, especially for women themselves.
In addition, more women are challenged to continue
to upgrade their quality by competing to be inspiring
among themselves. Women are considered capable of
doing so because of the potential for women to allow
this to happen. According to Aliyah et al. (2018: 151),
this leads to feminist meaning for the Indonesian
people, namely to seek opportunities for freedom or
women's independence for women. According to an
informant, the feminist movement in Indonesian
history has nothing to do with the treatment bias
towards men because women only want to put
themselves better in this nation. This is also stated by
several informants who argued that from the
emancipation movement by Kartini, there were also
pros and contras, but the positive impact of this was
clearly a significant development, especially the
women's movement in their own fields. This is
obviously a matter of pride. But many of them did not
understand the impact of "women’s emancipation"
because today there are some groups of women who
are too fanatical about feminism which is very
unfortunate to occur in its capacity to support the
women's emancipation movement. In addition, there
were informants who stated that there are also many
millennials who do not fully understand the meaning
of the history of Kartini's struggle for future women,
so that not a few people still have a patriarchal view.
This can be seen from the evidence that many women
have had the opportunity to lead certain regions in
Indonesia, although there are still residents in some
places who refuse female leaders. But this is an
interesting thing when there is another important
phenomenon expressed by the informants, namely
that women get the same opportunity to serve the
nation's advancement. And this can be seen from the
increasing number of women who occupy important
positions in governmental sectors and society.
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Furthermore, recently women have begun to be taken
into account in terms of arguing and working by
presenting women as people's representatives in the
House of Representatives who are occupied by
women, so as the case with national political figures
which are represented by women.
Moreover, in the art sector every woman and man
gets the same opportunity in terms of working for the
artworks and exploring their art potentials. It is then
supported by the emergence of female and of cultural
experts who not only have actively proven their
existence with their works, but also have been able to
bring about an important message to the emancipation
of women at national and international levels. In other
words, women are not underestimated like they used
to be.
Another important thing conveyed by the
informants was that Kartini’s struggle had a big
influence in the current millennial era. Millennial
women prioritize education and assume that their
duty is not only to take care of the household but also
to work and have a career. One of the important things
about the impact of female education by Kartini is
from the emerging of sophisticated technological
influences for women which are continuously seen in
the era of millennial generation, namely women are
increasingly free to access and utilize current
technology, information technology, and digital work
for being updated and known. Created technology has
no limit to its usage for women. Nevertheless, it is one
of the effects of Kartini's struggle for women’s
emancipation. Should Kartini not fight for women's
emancipation, it could be happened that the
technology was not accessible to women.
Consequently, women are not able to freely work
with the existing technology.
On the other hand, the one of influences on
Kartini's emancipation in the millennial era is that
many young female activists have encountered
expressing their opinions through various actions.
But from this phenomenon there are also many
women who have less manners as a result of freedom
of expressing their thoughts. From this experience the
meaning of women's emancipation becomes biased as
it should some important consideration that women
must understand. Formal education is considered a
vehicle or ladder that allows women to follow the
flow of modernization and be involved in the
development of science and technology. But the
women who want the change must also be aware that
the emancipation efforts they demand will not leave
behind the various tasks they carry out in the domestic
sphere. In other words, even though they are eager to
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and can be active in the public sphere, the domestic
realm will still be their main task (Rajab, 2009: 6).
In the field of education, Kartini's role is evident
from the views of informants where women are
increasingly recognized in the community and can
participate in the world of education and culture.
According to Kartini’s perception on education, a
girl’s right to go to school is the only effective way to
achieve her true emancipation and to deal with the
problem of the oppression of all women. If women
were well educated, not only women themselves but
the entire people would benefit because women were
the mothers and the first educators at home, and
constituted the moral bedrock of society (Stuers in
Qibtiyah, 2009:177). Therefore, it is assumed that
from the education owned by women, there will be
more educated generations with moral values who
will have a strong influence on the social
development of society. Women are better able to get
the opportunity to make their own choices compared
to before, even though today there are still many
parents who still consider the role of girls are not as
significant as the boys’ in society and in higher
education. Dienye (2011: 16) stated education
therefore performs a most significant complex social
function of the control of tools for societal
development.
This development is understood as a good thing
for the socio-cultural development of female
education in Indonesia. Kartini's role admittedly has
a very significant impact on gender equality which
believes that men and women have the same rights in
many ways, and this has already been strengthened.
The existence of women in the midst of society is
increasingly seen, after previously seen only 'curled
up' into pots in the kitchen. Nowadays men and
women are equally mentioned in various aspects, in
terms of education, rights and opinions, profession,
position, etc. Women at the social level are equal to
men in which more and more women can take a
portion (an example of a portion of work) from men.
In the past, young women had to be secluded,
married, and took care of the household because they
had to follow the strict customary law. But nowadays,
women have the same social position as men and
there are laws that guarantee women's freedom. As
women get more access nowadays, its progressive
movement is as seen as the postmodernism
orientation which states that there is a “specificity” of
women's movement. In another word, a woman has
her own self-potential and the position of women in
that society is admitted. As women get more access
nowadays, its progressive movement is as seen as the
postmodernism orientation which states that there is

a “specificity” of women's movement. In another
word, a woman has her own self-potential and the
position of women in that society is admitted. And the
specificity that exists is necessary to be respected and
the women must be given more space to be more
developed, with no harassment, subordinated.
Providing more open spaces is more essential so that
the potential of women can be heard and articulated
as voices and discourses, and even become the
practice of everyday life, which originates from
women themselves, not from the representation of
patriarchal ideology (Rajab, 2009: 11).

2.3

Women’s Emancipation: Education
and the Arts

The amount of art produced by men is indeed more
than that of female artists in the world. In an event on
gender equality in art, Rasmus A. Kristenten said that
"If you see art workers in several museums in the
world from 1990, there are only a few female artists."
(Zunaeva and Cika, 2018). Globally, the percentage
of female art workers is only 10%. This of course can
further spur the women's movement in convincing
themselves to jump in and work in the arts. This is
done to change the opinion that works of art are not
only produced by men but also by women, although
there are still some parts of the area where art workers
are dominated by men.
As a positive impact of the emancipation
movement of Indonesian women, there are many
works of art in Indonesia growing and developing.
We can certainly enjoy the results of these artworks
and feel their presence in various forms. These forms
include works of design, art, drawing, music, dance,
and theater. Winarno exemplified several works of
Indonesian artists, all of whom are women, from
1999-2012 (2015: 5-6). In his research, Winarno
discussed the meaning of visualizing the work of
contemporary female artists with maternal themes.
One of the results of this research suggests that there
is a picture of a woman's figure about courage
(Winarno, 2015: 8). He said that this was a new
development in the world of art. However, the results
of this work with deep meaning have not been able to
change people's thinking in general about women
according to what the artists want to convey.
In the world of cinematography, Indonesia also
knows Djenar Maesa Ayu. As a movie director, the
film, which they say “Mereka Bilang Saya Monyet”
(They Are Said I am Monkey), is sharp enough to
bring meaning to the struggle for women's
emancipation. As stated by Dayanti, this film
provides a space for real-life reality about violence
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against women. Not only that this film reveals a form
of women's resistance to the form of violence as a
result of patriarchal lifestyles in society (2011: 103).
This film is quite frontal telling all forms of violence
that occur in women. Not only Djenar, there are still
more female filmmakers in Indonesia who prove their
existence in art, for example Mira Lesmana, Nia
Dinata, Lola Amaria, Upi Avianto, and a number of
other popular names. It proves that female art workers
are able to express their creativity and abilities in art.
They have raised topics that of course they intend to
say, whatever, even if things related to criticism and
protest over what happened to their people.
The informants greatly appreciate the
emancipation that is driven by Kartini. Kartini
becomes the forerunner of women's struggle in any
fields so that women become 'equal' to men. Of the
twenty female informants, namely students from the
Music Department, the Faculty of Performing Arts,
Institut Seni Indonesia Yogyakarta, it is stated that
women's emancipation can now be seen in various
fields, without exception. They stated that currently
they have the same rights in obtaining the highest
education, creativity, and producing works. There are
even two informants who said that the emancipation
brings up women to characters of having brain,
beauty, and behaviour.
In connection with the wide access for women, as
many as five informants said that there are several
jobs that are generally carried out by men, which can
also be done by women. This also leads to a word
'competition' between women and men. Gender is no
longer the only important requirement for a job. If he
is considered capable, anyone can occupy that
position. Moreover, women are also able to lead small
and large groups. Taking from the Women World
Leaders book, from 1945 to 2009, Jalalzai and Krook
said there are 71 lists of national women leaders who
had led their countries in Asia, Africa, Europe, Latin
America and Oceania. These national leaders have
not included those who become as presidents and vice
presidents, and parliamentary leaders (2010: 7-10).
The appreciation of informants on the movement
of women's emancipation in the field of art has also
already proven by one example in music. An
informant stated that the appreciation of female art
workers in Indonesia was clearly seen when there was
a music concert for the three famous songwriters in
Indonesia. This big event was successfully facilitated
by Erwin Gutawa, one of the great composers in
Indonesia. The appreciation concert was dedicated to
Melly Goeslaw, Dewiq, and Dewi 'Dee' Lestari as
Indonesian composers. This ‘Salute Concert’ proved
the existing great names and creativity of female
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composers, which in fact they are the art workers in
the field of music.

2.4

Art Education for Millennial
Female Art Students

According to Wilkinson (2011: 35), today’s
generation of traditional-age college students,
referred to as the Millennial generation (1980present), is very different from past generations.
These individuals (hereafter referred to as
“Millennials”) have life experiences and values
unlike individuals from previous generations. The
Millenials are somewhat accommodated by modern
technology for today the internet and digital
technology are seemingly bringing up the Millenials
to more technological active users. It is also accessed
by female art students who are also in actively contact
with updated technology. As Howe mentioned in
Wilkinson (2011: 35) the characteristics of the
Millennial generation have been organized under
seven categories, namely Technology-savvy,
Conventional, Special, Sheltered, Confident,
Achieving, Pressured, and Team-Oriented, these are
also the essential points to understand any tendency
on what female art students have been through for
their socio-cultural development. The basic
understanding of female education proposed by
Kartini become the intersection for millennial female
art students to be more adaptive in utilizing modern
technology.
In expressing artistic works today, a few
millennial female students have been able to prove
themselves for any opportunities to speak out their
interests and existence more artfully. In art colleges,
art education accommodates them with selfcompetence. Based on the European Commission,
there are several competencies that must be possessed
by art students, namely interpersonal competence,
cross-cultural understanding and social as well as
civil competency, and cultural competency. This is
supported by Halstead in Butova et al (2015: 214)
who stated that the competencies are the results of
education and thus shall be formulated with every
student, penetrate into all subjects, saturate all levels
of education and developed at a high level. Herewith
key competencies are not a separate part of the
academic schedule but shall be integrated into the
content thereof. From some of these competencies,
the social competency plays an important role in
increasing self-ability which is integrated in the
strength of character. It ensures survival of a human
in new social and economic environment, success of
his/her professional activity, diversifies possibilities

Socio-cultural Development of Female Education: Kartini Context for Female Art Students

for spiritual and material needs development, and
forms young people’s personal responsibility for own
well-being and well-being of the society (Bedenko in
Butova et.al., 2015:215). He said that the creative
mind is formed in acts of the art on the basis of
perceiving imitation of artistic language, artistic
culture as well as all other valuable and conceptual
(ethical, political, religious, etc.) components of the
worldview by psychological mechanisms.
Millennial female students do not have to be left
behind from male students in accessing education and
work. Several classes in the Music Department have
provided a place and opportunity for students to set
up active learning where this is in accordance with the
basic nature of millennials to be able to actively
access technology. Lecturers play the important role
for female students to develop their potential skills by
accessing technology to work. Millennials reared on
rapidly evolving technologies demonstrate decreased
tolerance for lecture-style dissemination of course
information. Therefore, incorporation of active
learning strategies into the classroom is critical in
order to reach millennial students (Prensky in Roehl,
et.al., 2013: 44). It can lead to more active and
meaningful learning experiences for female students
as they are freely their existence in class as well as in
real art world in this digital era.
Based on the class observation done by the
researchers, millennial female students at Institut Seni
Indonesia Yogyakarta have actively utilized
technology in learning activities as well as creating
their works of art. Meanwhile, they also rely on the
digital application as media to develop and express
their art competency, such as i-tunes, google,
YouTube, and so on. Besides having these media to
share their actual works of art, the students apply
some online sources to support independent learning
activities. The existence of Youtube also provides a
more tangible experience for female art students in
which they can obtain visualization that is
significantly related to playing musical instruments,
managing a performance or art exhibition. The
tendency to use internet products in supporting the
independent learning process needs to be supported
by the introduction of databases and portals of
scientific information sources. Therefore, the female
art students are also challenged by the necessary
needs to the enhancement of technology as a part of
their socio-cultural development as well as to the
development of digital world for their own selfdevelopment.

3

CONCLUSIONS

The women’s emancipation expands in various fields
without exception, and is as the fruit of Kartini's
movement in Indonesia. Struggling throughout the
very basic understanding on women’s emancipation
produces excellent results for the movement of any
creativity and art expression for women, whoever it
is. In supporting this movement, art education for
female art students is expected to be able to show the
socio-cultural development for female education in
Indonesia in which now women equal to men. So that
art education for female students in the millennial era
should be much better compared to the era when
Kartini encountered the educational issues. Kartini’s
influences on women’s emancipation are very
meaningful for the movement of socio-cultural
development, particularly for female art students who
receive more access on developing themselves easily.
It is understood that the enhancement of modern
technology and the characteristics of Milleanials are
in line with the existence of female art students
nowadays to be a part of socio-cultural development.
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Abstract:

The main purpose of this research project is to simulate and display the traditional costumes of the Gaoshan
people in Taiwan from the perspective of design by the use of 3D scanning and virtual modeling technology,
and to analyze the important design techniques and visual features that influence the public perception of the
traditional clothing of the Gaoshan people.Firstly, six typical sets of Taiwan's Gaoshan traditional costumes
were selected. Then, the model with high degree of reduction was generated by 3D scanning. Secondly, a
MAYA modeling software was applied to build a clothing model and optimize the texture so that the virtual
simulation of clothing model can be preserved based on the 3D design software. In the display system,
Unity3D was used as a production platform to create the virtual display scene of the clothing museum. Finally,
it took the Unity3D as an engine to build a virtual museum display system platform for presenting the Taiwan's
Gaoshan traditional clothing.The research has realized the systematic display of the traditional costumes of
the Gaoshan people, broken through the limitations of the realistic display, and pushed forward the display of
traditional costumes to be terminalized, mobile and convenient. And the further ergonomics research can also
be carried out on the platform.The abstract should summarize the contents of the paper and should contain at
least 70 and at most 200 words. It should be set in 9-point font size, justified and should have a hanging indent
of 2-centimenter. There should be a space before of 12-point and after of 30-point.

1

INTRODUCTION

In order to better preserve the culture of traditional
clothing in Eurasian, and solve the problem of the
easily damaged traditional clothing as well as the
digital preservation of some existing clothing, VR
(Virtual Reality) technology can be applied, through
which a virtual 3D exhibition hall is created,
producing a lifelike "virtual environment" and
making users immersed in it by compiling realities
into a computer.
The digital collection of Gaoshan traditional
clothing in Taiwan is an advanced form of displaying
its culture and a significant form of technology
innovating, which promotes the integration of VR
with culture and education.
In this work, we are expecting to better inherit the
culture of traditional clothing with the help of VR
technology, which conforms to the future trend of
information technology innovation. Meanwhile,
combining culture preservation with VR is also a new
form of art and a new field of art.

2
2.1

OVERVIEW OF VR FEATURES
AND HARDWARE
VR Features

Existence：VR technology is a 3D image designed
by computer based on various sensory and
psychological characteristics of human beings. With
its stereoscopic and realistic nature, VR makes it as if
you were in the virtual environment when wearing an
interactive device. The most ideal virtual
environment is that one can not identify reality and
virtuality.
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Figure 1:Virtual scene (picture from this study).

Interactivity. Interactivity in VR refers to the
natural interactions between human beings and
machines, in which people perceive everything in
virtual environment through the mouse, keyboard or
sensing devices. VR system can synchronously
display images and sounds according to the user's
feelings and movements which is a real-time process
where users can manipulate things in the virtual
environment based on their needs, natural skills and
senses.
Creativity. Created by artificial design, virtual
environment in VR is not real, however, actions of
objects in the virtual environment are executed
conforming to the laws of physical motion in the
real world, for example, the virtual scenes of a
street are designed and created according to the
laws of street motion in the real world.

libraries such as OpenGL. However, there are
many irregular objects in practice. As a result, it is
impossible to build models easily like that, hence
3D modeling devices for auxiliary modeling are
needed, such as 3D scanners.
3D scanner, also known as 3D stereo scanner,
is a high-tech product that combines light,
machine, electricity and computer technology,
which is mainly used to obtain the threedimensional coordinates of outer surface of the
object and the three-dimensional digital model of
the object. With the developing of 3D scanning
technology, more and more industries have begun
to use 3D scanners to create a digital model of
objects such as 3D film and television animation,
digital exhibition hall, costume customizing,
virtual reality simulation and visualization.
Through the non-contact scanning of the objects by
the 3D scanner, accurate 3D point cloud data on the
surface, is obtained and then the digital model is
created efficiently and precisely, realistically
reproducing the real world in digital form.

Figure 3: Artec 3D scanner.

Figure 2: Virtual exhibition hall (picture from this study).

Multi-sensory. VR system is composed of various
sensing devices including visual, audible, and tactile
devices that enable it to have multi-sensory functions,
allowing users to obtain a variety of perceptions in
virtual environment as if immersed in it.

2.2

Experimental Equipment Selection

3D modeling of VR is an important part of the
whole system, which are often built by graphic
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At present, 3D scanners are widely used in the
field of medical and preservation of cultural relics.
The 3D scanner applied in this study was a handheld Artec 3D scanner weighed 850g. The portable
device can be easily used outdoors or carried to the
object that cannot be moved such as objects in a
museum.
The use of 3D scanner is to create a point cloud
of the geometric surface of the object that can be
used to present the surface shape of the object. The
denser the point cloud, the more accurate of the
model. Furthermore, if able to obtain the color of
the object surface, the scanner can present the color
on the reconstructed surface, also known as texture
mapping.
The 3D scanner can be modeled as a camera,
both of whose information collecting is constrained
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in a conical range. The difference between them is
that the camera captures the color information,
while the 3D scanner measures the distance. As a
result, it is also called the 3D camera since the
measured results contain information of depth,
with which one can scan an object with 16fps and
get the color information with 1.3 megapixel and
24-bit true color. However, in order to obtain an
overall model, it is often necessary to change the
relative position of the scanner and the object or
place the object on the electric turntable due to the
limited scanning range. The technique of
integrating multiple models is referred as image
registration or alignment, which involves multiple
methods of three-dimensional alignment.

or two days for each to go from digital collection to
repair and modeling. Moreover, because of serious
fading and damage caused by long preservation, there
will be problems such as chromatic aberration. Based
on some literatures, fine tunings have been made to
achieve the original colors as much as possible. Color
tuning different from the original colors were also
performed for some certain costumes to present
innovations. The specific steps are as follows:
First, each costume needs to be arranged and
ironed before scanning. However, as some of the
collections are too old and exist too many and deep
wrinkles, a long time will be taken to iron.
Meanwhile, for costumes with high drapability, it’s
necessary to unfold them in advance to reduce the
wrinkles and put them on the mannequin to prepare
for scanning, which will cost about half an hour.

Figure 4: Artec 3D scanner for scan artwork.

Figure 5: Clothing finishing by ironing.

Considering all the aspects, Artec Eva 3D
scanner is the best choice, which is a customized
product for fast, accurate and textured scanning.
There is no need to mark or calibrate, as it can
quickly capture the shape of the object with high
resolution and efficiently reproduce the lifelike
colors of the object with no limited application
range. The auxiliary software, Artec Studio, is a
powerful and evolving software that can be used to
scan objects, fill holes, optimize grid data, apply
textures, fair and measure.
Figure 6: Clothing finishing by hanging.

3

3.1

DIGITAL COLLECTION AND
MODELING OF TRADITIONAL
CLOTHING

Second, Collect data and model the scanning
objects using the Artec Eva 3D scanner connected
to the computer.

Process of Digital Collection and
Repair of Traditional Clothing

In the process design of this research, six sets of
Gaoshan costumes were selected. It takes about one
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Figure 9: Preliminary scan result (obverse).

There are about 15 scanning results that need to
be aligned one by one. Looking for 3 identical
structural points or texture patterns between two
scans for alignment will take about 2 hours if the
costume structure is not that obvious.

Figure 7: Collect digital models with scanner.

This is the preliminary scanning result of the
long blue shirt of the Gaoshan nationality. After
several times of scanning, there are many misaligns
in the structure due to the large area of the costume.
The scanning difficulty increases with the area,
consequently requiring a high configuration of the
computer, otherwise the scanner will be unable to
be calibrated during the process and the computer
running memory will be overloaded arising flash
backs. To avoid these problems, multi-scanning
and real-time saving are needed during the
collection process.

Figure 10: Scan object alignment.

Figure 11: Scan object alignment.

This is the effect of the overall registration, fairing
and sharp blending of the model, the whole process
will take 1 or 2 hours depending on the file size and
difficulty of each scanning.

Figure 8: Preliminary scan result (front).

258

Research on the Collection and Display of Taiwan’s Gaoshan Traditional Clothing by Virtual Simulation Technology

tune the color according to the reviewed data by
adjusting the color, brightness and saturation, keeping
the original color and making a change in color design
at the same time.

Figure 12: Scanning object after fusion.

The system software will automatically fill some
areas after the integration and the extra parts need to
be erased by the eraser tool. Generally, the filling
points are connected with the edge of the costume,
where the demarcation is difficult to identify because
of the color. If part of the costume is erased, multiple
selections are generally necessary to make, which
will take 1 hour to go.

Figure 15: after the texture mapping.

Figure16: adjusting the color, brightness and saturation.

3.2

Figure 13: Select the extra part of the scanned object.

After grid simplifying and file downsizing,
texture mapping process is carried out during which
computer flash backs often occur, so it’s essential to
save the file step by step in case the file is gone.
Depending on the size of the costume, the mapping
process generally takes roughly one or two hours.

Collection and Arrangement of
Clothing Models

Clothing model collection. Considering the unit of
data collected by 3D scanner doesn’t match that in
Unity, some models need to be imported into 3dmax
for axial adjustment after the models are collected and
repaired.

Figure17: imported into 3dmax for axial adjustment.

Figure 14: Texture map.

A clear chromatic aberration arises after the
texture mapping, hence it’s of great importance to

Inspection and adjustment of 3D clothing models.
Given the low degree of matching between the
collecting software and the virtual simulation
software, a secondary inspection is required and
scanning should be performed again if there is a
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problem. The axial issue will cause running errors
when the collected data is imported into virtual
software, generating much more trouble in
debugging. Therefore, the data is generally adjusted
in advance in 3dmax and then export a fbx file to
import into Unity.

Design of clothing model base. Considering
some half-length clothing models are not tall enough
to achieve a better experience for users, it is necessary
to design a pedestal for the suspended clothing model
given that the optimal view angle for a person is about
1.4 meters. The base should be simple and
inconspicuous with a round bottom, looking much
more realistic when the model is rotating.

Figure 18: adjusted in advance in 3dmax.

3.3

Clothing Models Importing and
Debugging

Models importing and parameters setting.
Generally speaking, the imported clothing models
are dozens of times larger, which have exceeded
the size of the space model, as shown in the screen
shots. Design process of the latter five models are
basically the same, therefore, only one of them is
taken as an example for description.

Figure 21: using scale tool due to the mismatch in Unity3D.

Collision body and audio commentary of clothing
models. Similar to the space model, it is necessary for
clothing model to add a collision body so that the
model can be controlled in real time when the user is
playing, and it is convenient for the logic writing later
as well. The design logic of this study is to control the
audio commentary through a handle. Generally, it is
essential to check the Play On Wake, the real-time
play button, to avoid the audio commentary playing
immediately when entering the scene.

Figure 19: exceeded the size of the space model in Unity3D.

Size and orientation design. The model size
should be adjusted to the proper size using scale tool
due to the mismatch between size and space as well
as the orientation which is often tilted and reversed
when imported.

Figure 22: add audio commentary in Unity3D.

4
4.1

MATCHING DESIGN OF HALL
AND CLOTHING MODEL
Size and Angle Design of Virtual
Hall and Clothing Model

It demands a constant Game test to achieve the
coordinated design, the size of a clothing model is
first determined and the others are basically the same,
the size results are obtained as shown in the
screenshots after repeated testing.
Figure 20: using scale tool due to the mismatch in Unity3D.
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5.2

Figure 23: repeated testing in Unity3D.

4.2

Overview of UI Control Interface
Design

Principles of the interface design can be summarized
into three points: making the user control the
interface, maintaining consistency of the interface,
and reducing the burden of user’s memory, mainly
including the user principle, the minimum
information principle, helping and prompting
principle, and the best combination principle.

Light Effects between the Virtual
Hall and Clothing Models

In the design of the exhibition hall, the overall
lighting should not be too strong, since the lighting of
the exhibits is the most important, attentions should
be paid to the coordination between the virtual hall
and the clothing model. The clothing model is
basically determined in this step, the other five
models are imported in the same way.

Figure 25: UI control interface design in Unity3D.

In the human-machine interface design, design
analysis should be performed first, and the type is
determined after determining the task. At present,
there exist a variety of human-machine interface
design types with different qualities and
performances, and the creative use of multimedia will
greatly enhance functions of the application.

5.3
Figure 24: Light effects testing in Unity3D.

5
5.1

Get the SteamVR Plugin

To develop SteamVR, the SteamVR plugin should be
first imported, which can be downloaded from the
Asset Store.

INTERACTIVE DESIGN
Overview of Interactive Design

Without customized scripts, it is difficult to
implement complex functions only through a
graphical interface, though Unity is a powerful
graphic editing software. First of all, the purpose of
this study is to achieve an interactive effect—showing
the traditional culture of Gaoshan costume, which
will need the interaction between the user and the
costume model, such as real-time control of the
movement of the clothing model, user’s motion in the
scene, the audio commentary of the clothing
model.Create a script, click [Assets] → [Create] →
[C#Script], or in the Project.

Figure 26: add SteamVR plugin in Unity3D.

5.4

Logic of HTC Vive Handle

Set the handle event through the SteamVR
component, realize the function of manipulation
model by colliding with the collision body. The main
logic code is in the DyhVREvent.
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5.5

Logic Design of Clothing Model

Control the rotation direction and position of the
clothing model as well as data exporting by the logic.

5.6

Logic Design of Model Exporting

This virtual interactive project is equivalent to a
platform that can change the virtual model, where the
virtual hall and the clothing model can be replaced by
changing the model without altering the logic in case
there is any supplement afterwards.

especially the international design education.
Meanwhile, it is also possible to probe an immersive
design process based on VR technology, which will
not only promote the efficiency of design education
but also can be applied to enterprise training and a
wider domain of industrial design.
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Abstract:

Rock-dangdut was first known and stretched by dangdut singer and guitar player named Rhoma Irama. He
was carrying the dangdut idea and the nuances of electric guitar distortion in the 1970’s and succeeded in
changing dangdut from Malay dangdut to dangdut rock, also initiated by the arrival of bands and rock music
in the “Orde Baru” era. He was motivated and sparked the idea of Dangdut Rock through his guitar concept
and the distortion he used, namely Heavy Metal. This also made the dangdut rock identity which is judged
by heavy metal guitar sound. This study will help us explore and examine the quality of dangdut guitar sound,
which is up until now still has the same color and cannot be replaced with other sounds (guitar). The aesthetics
of heavy metal sound colors that have been attached through decades from its appearance in the 1970’s until
now 2019, still provide a big mystery, and the sound provides a basic perspective of society in assessing
dangdut rock music. This study uses literature references, newspaper sources, audio sources, videos and
interviews that are mixed into descriptive explanations. It used descriptive qualitative method, with a
musicology approach, music history, and cultural studies. The writer hoped that this research can provide an
overview of the quality of guitar sound on dangdut music, and provide an exposure to the intentions of the
heavy metal sound were used.

1

INTRODUCTION

Music shows cannot be separated from various
aspects related to how the presentation is designed.
Present shows include elements such as kinetic,
visual, theater and sound / music. The elements are
presented based on the need for the purpose of the
work presented. The formation of meanings will
appear to be an artificial representation. Dangdut
itself in the world of entertainment in Indonesia, has
various kinds of artificial elements such as
performance costumes, dance moves in its
presentation, dramaturgy and the meaning of sounds
and themes. The sound of the guitar itself is
recognized as a strong representation, as a means by
which people identify themselves and show this
identity to others (Bennett & Dawe, 2001: 15). One
of the representations is produced by guitar sound.
Sound low, high or middle, can give a philosophical
meaning in it, for example high notes as
representations Emotion, feeling, god or something
noble, and low is a representation of human,
suffering, life, and the tangible. The topic built on the
elements of the show is the guitar sound used in
dangdut music. The sound of the guitar from the

1970s to 2019 is still the same and has not changed.
Why is that?
Is that how hard Rhoma Irama's guitar sound is?
Phenomenon found in the general public and music
players especially electric guitars regarding the
dangdut guitar sound and its play. The intonation
dangdut guitar game is easy to write and follow again,
but there is something missing, namely the taste of the
game. The melody of the dangdut guitar is rarely
found in fingerstyle or progression of fast melodies,
but only responds to the guitar and flute or guitar and
singer. Another difficulty comes from the difficulty
of finding a decent guitar sound for dangdut. The
sound of the guitar is often only found in quality
similar to the idol (Rhoma Irama). There are also
those who think that the sound is similar but still
cannot be like the game Rhoma Irama. In fact, it was
also found in the community of Forsa (Fans of Rhoma
Irama and Sonata) that members in Forsa itself had
many guitar players or dangdut music. The players
who were members of Forsa claimed that they were
intentionally and even drifting away with the
procedure of carrying out the music Rhoma Irama, to
the way the sound was produced. Weird enough? Is
the guitar sound inherited culturally? Or did Rhoma
Irama succeed in producing sound reproduction
through the masses?
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This problem was raised because of the
assumption of dangdut guitar sound which is still a
mystery among academics, players, and guitar
activists. The guitar playing, taste and sound always
refers to the wealth of Rhoma Irama's guitar playing.
Why should so? The sound of the guitar used by
Rhoma Irama according to the Forza community
includes the distortion effect of Heavy Metal and
Booster. The distortion effect itself is an "amplifier
that was initially developed to take a weak signal and
make it change without changing its character of the
signal changes" (Ross, 1998: 39). Those two effects
are often used by Bang Haji Rhoma. The problem is
the sound guitar character that was delivered by
Rhoma Irama until now has remained the same and
has not changed. How could Rhoma not keep up with
music technology? surely he knew and could have
bought a more modern distortion effect. Then why is
that? Did he keep the guitar sound as a character and
the dangdut rock music identity that he stretched out?
The description is the basis of researchers in
finding answers to issues that exist in phenomena in
society, especially in Indonesia. To what extent can
the mystery of the dangdut guitar sound be described
in the music rules? what is the meaning of sound in
the bandage to the culture in the community? And
whether the frequency calculation is related to the
selection of the sound?

1.1.

Dangdut

Dangdut music is indeed known by its drumming
game. Dangdut music itself is a name taken from the
drumming game. Sounds like ‘dang’ and
‘dut’originating from the drum are referred to as the
names of one of the music in Indonesia (Lohanda,
1983: 139-140). The word dangdut has several
assumptions in society and scientists, some say that
dangdut (known in 1972, formerly known as the
Orkes Melayu) as a sound representation
(onomatophoeia) and some argue that the word is an
insulting expression of the upper class towards the
low class (Frederick, 1982: 105).
Dangdut music before the arrival of popular
American music, still has the perception of cheap
music. The music was very clear when dangdut was
faced with fierce competition against rock music (in
the 1970s). The competition was enlivened by debate,
arguments, sarcastic, to arrive at a show, throwing
stones and endangering dangdut players at that time
(Najwa Interview with Rhoma in Mata Najwa's show
on one of the private TV in Indonesia). Dangdut
music can finally be released and reconciled with the
public with the coming of the concept of the band
Soneta with Rhoma Irama singing dangdut with the
feel of rock music (Frederick, 1997: 263). Rhoma

Irama was not only resent as an amicator of the
situation, but also brought a great revolution to
dangdut music which was only underestimated at the
time.
Until now dangdut is growing and expanding.
The emergence of many dangdut singers such as Ayu
Tingting, Gothic Sazkia, Cut Meimei, Siti Badriah,
Via Vallen, Cita Citata, Danang, and others, gave
space to the hearts of the people. Dangdut music with
various versions appeared and was present in the
Indonesian music industry, such as Ayu tingting with
a dangdut style based on Kpop, Siti badriah with
‘Centil’ style, to Via Vallen which appeared with the
style of dangdut music mixed with Reggae, Rap and
Javanese (Permana, 2019 : 201).
The development of technology also
accompanies dangdut music with the presence of
dangdut disco in the 90s (Sitorus, 1994). The
appearance of the disco-style dangdut was initiated by
a karaoke club in Indonesia, and again the singers
who sang the dangdut disco were dismissed as
beginning to eliminate the original cengkok dangdut
in Malay style (allowing dangdut disco singers to no
longer be traditional dangdut singers) (Muttaqin,
2006). This situation continues until now. Dangdut
music develops into dangdut pop that is in the style of
American Pop balads, and Pop dangdut which is
oriented towards crookedness (such as those present
in the dangdut singers talent show on TV). Dangdut
music is no longer said to be low class music, but all
classes. Dangdut music with a variety of luxurious
and elegant performance shows creates a dangdut
image that used to be cheap to level up.
Based on several assumptions about the
development of dangdut music from the Orkes
Melayu to dangdut that came into contact with
technology. Some of them are dangdut developing in
line with technological progress; dangdut music
develops according to the needs of the music industry
in Indonesia; and dangdut music as a form of
resistance.

2 METHODS
This study uses literature, audio, video, and
interview sources. source of books on sound and
dangdut, as well as various research results from
experts in dangdut and sound topics. The source will
be described in the form of a description. This
research approach uses a musicalology, a history of
development and cultural studies. This multiapproach is also used for approaches in cultural
studies, including in the field of performing arts, so
qualitative research is an interdisciplinary field,
across disciplines, and sometimes even against
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discipline (compare with Denzim & Lincoln, 1994;
and Salim, 2001 : 9). These three approaches are used
to get the desired results. The approach of musicology
uses music theories such as the science of harmony,
composition, sound balance, and is balanced by the
historical approach to the development of dangdut
music, as well as the approach to cultural studies to
get results regarding the structure created by dangdut
into society. Interpreting and understanding the new
text requires background knowledge about the text
that preceded it (Kristeva in Culler, 1981: 154). The
method used in this research is descriptive qualitative
method. The method was chosen based on the data
source and the results to be achieved, namely in the
form of explanation and descrition of the guitar sound
in dangdut music and the meaning that the sound has.
In the study of culture, the form of culture is
divided into two components including material
culture and non-material culture (Sulasman &
Gumilar, 2013: 47). Material culture is a visible form
of culture, or the result of human creation that is
tangible. Whereas nonmaterial is a form of culture
that is invisible, can be in the form of a human mind.
Appropriate approaches to research cultural artifacts
can use critical theory, culture, and technology. These
three views are used to see the extent to which music
technology is developing and how the socio-cultural
context is in the midst of that era. In the search for
meaning about behavior, it is understood to be three
things, including (1) the meaning of a sign, code or
certain nonverbal text; (2) how to obtain this
meaning; (3) why does he obtain that meaning
(Danesi, 2010: 65)

3

A SOUND OF GUITAR STUDY
IN DANGDUT

Guitar sound is basically built from the quality of
the material. Guitar raw materials starting from the
wood used will affect the sound results. In addition,
those related to the results of the vote include pickup, string thickness, and how to play. The guitar used
by Rhoma is a Steinberger type of guitar that has a
humbucker pick-up, without headstock, and has a
thick sound. A guitar with a humbucker character
must have a thicker sound than a single coil guitar
(like the Fender Stratocaster). This guitar with a
humbucker character is often used by guitarists from
metal, rock, underground, hard core, emo, and
modern rock bands. The guitar player usually has a
high level of skill in each game. Then maybe the
Rhoma Irama also has the same high skills as
progressive music.
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Some things that distinguish single coil and
humbucker. Guitars such as the Fender Stratocaster
usually have basic characters such as open sound,
tight bass sound with a bright treble, scale neck
length: 25.5 inch, neck and body on the screw
(imperfect unity will produce less resonance) and
sustain. In contrast to guitars such as Gibson, Les
Paul, Flying V, SG, and Steinberger, coil characters
are bigger and bigger than Stratocaster fenders, the
advantages of this type of guitar are that it has smooth
sound, the balance frequency, short scale neck: 24.75
inch, construction of neck united with body, and very
sustain (Sardo, 2011)
In the community both in the dangdut, Forsa, and
general communities, there are often more dangdut
guitar players who use guitars with humbucker
characters, or double coil that has a thicker sound
level. It becomes a big question when guitars with
certain characters that develop in America and the
genres of music they carry, are different from what
happened in Indonesia, especially dangdut music.
Instead, dangdut uses a guitar with a rock band image
for each game. The guitar has a principle of good,
clear sound, comfortable to hear, as Devine (2013:
166) says that loud and clear sounds are difficult for
certain producers and audiences. Here are the guitars
that have been used by Rhoma Irama.
The guitars that have been used by Rhoma Irama
include:
- 1973 Fender Telecaster Deluxe
- Fender Stratocaster Vintage natural finish
- Rickenbacker
- White Fender Stratocaster
- Fender Stratocaster Anniversary ‘79
- Red Fender Stratocaster
- Steinberger GP-2S
- Steinberger GM-2T Trans Tram
- Steinberger GM-2T Trans Trem (white
pickguard)
- Custom Hand Made ala Steinberger
- SR Guitar
- Steinberger Spirit GU Deluxe
- Steinberger GM-2S

Why Heavy Metal?: A Sound of Guitar Study in Dangdut

Figure 1. Steinberger GM-2S type guitar
From the historical terms the dangdut was used in
1972 which was circulated on radio at that time, and
the ability of the mass media to actualize the word
was termed as the development of new forms of the
Malay Orchestra (before the 1970s). In the era of
bands such as Led Zeppelin, Deep Purple, Gianstep,
to Godbless, Malay music almost lost its existence.
Until Rhoma and his band Soneta came up with a
distorted electric guitar concept and a form of music
made in the style of rock music (Luaylik & Khusyairi,
2012: 35), they were finally able to lift the existence
of dangdut music. The sound of the ‘gahar’ guitar
brought by Rhoma was a form of resistance to rock
music that developed at that time.
The development of a sound system amplifier so
far is still often found Marshall JCM900 amps. Amps
are often used in various music events in Indonesia.
Unlike the construction of dangdut music, more often
using the type of solid state amps, such as Jazz chorus.
Chorus jazz amps are used by Rhoma in each stage.
These amps are combined with the effects of heavy
metal guitars, and Steinberger guitars used by Rhoma.
The result resembles a Ritchie blackmore guitar
sound model.

“My principle is that music has
to be able to shape the people. If we
want them red, they’ll turn red. If
we want t hem white, they’ll turn
white. In order to do that, we need
harmony between the lyrics, the
feeling, and the performance so
that our aims/goals will reach
them. When they go home after one
of our shows, they’ll think back to
what we said. We need music that
can entertain in order to motivate
people and educate people. Drunks
will stop drinking. Rude people will
become pleasant. Non-believers
will become believers. All form
music”. (pers.comm., 14 July
2005; Weintraub, 2010:88)
People who listen to dangdut are often known as
small people; commoners; lower class; marginal
people; fringe people; and the class goes down
(Weintraub, 2010: 82). Therefore dangdut music is
often also referred to as music from the people, for
the people and the people themselves. This statment
is a general description of dangdut construction.
Dangdut is considered as the power of representation
from the community. What was felt by the people,
they wanted and dreamed of being present in the
music and lyrics of dangdut. Lyrics that have the
theme of romance, social criticism, gender, rich and
poor, difficult economy, become representative of the
sense of belonging to the community (Luaylik &
Khusyairi, 2012: 28). The representation of taste is
manifested by the composition of music and the
sound it forms. Therefore guitar sound has its own
color, which is different from other musical genres
that must have meaning related to the social
conditions of the community.

Figure 2. Setting the guitar (adapted from Ross,
1998: 58)
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Figure 3. Setting effects and Roland jazz Chorus
guitar amps that are often used by Rhoma. (google
image source)
When looking at the picture above (figure 3) it
can be seen from the Heavy Metal effect set
consisting of four potentios, including the leftmost
volume, the middle left Low frequency, the middle
right High frequency, and the far right Distortion.
Heavy metal effect construction is designed to be able
to fill Low and High sounds. It feels very tube when
entered in the solid state amp settings (as in figure 3).
Note the interview with Rhoma, he was so fanatical
about the Roland Jazz Chorus-120 amps and Boss
HM-2 Heavy Metal Pedals. Here's the words of
Rhoma about the sound and gear she uses:
"I don't like to use effects like that. I
used only the Heavy Metal effect for a
long time and now there is no effect
that has the same character. I do not
find it. In the envelope, I also only use
the chorus and a little reverb. And I
don't intend to explore again.
”(Noviana interview with Rhoma,
August 14, 2017)
Sound guitars that are formed using Heavy Metal
effects have contextual meanings. Metal music itself,
is a music genre that comes from American Popular
Music. The music began in the development of Blues
music at first, which later developed into rock n roll
and rock. Metal music has different characteristics
from rock music. Rock music has strength in musical
and hard accents, while metal music has tempo speed,
greater distortion from rock music, darker nuances,
sometimes lyrics that are out of love, and metal music
has a segmented mass. Metal music can be a place for
self-existence and also actualization. In Indonesia the
development of metal music is more directed at the
lower class, and the periphery, even teenagers often
come in metal shows for expression. Not a few
teenagers use the attributes of their proud metal band.
Rhoma is aware that rock music will emerge.
Sophisticated tools and great sound cover the show.
Rhoma was motivated to be more creative in
combining Malay music with the Rock genre, Rhoma
called it ‘Musik Gila’ (crazy music), especially from
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its influences namely deep purple, rolling stones and
Led Zepplin.
“Our music at that time was
melodious (soft). But hard rock was
something foreign and noisy, and it
could make people crazy. That was
“crazy music”…. At that time, our
music was very polite. I was afraid
our music orkes melayu would be
overtaken.
So,
I
changed
everything. Before, our instruments
were acoustic: guitar, drum,
accordion. But I had to complete
with rock” (Rhoma Irama,
pers.comm., 14 July 2005; in
Weintraub, 2010:99)
This situation does not stop at the entry of the rock
genre in dangdut. Rhoma also added that in the
presentation the performance was in the form of a
sound system device that was equivalent to Rock
music performances. The Dangdut show uses a 6,000watt sound system which is actually bigger than the
sound system used by rock music at the time ("Dua
raja", 1978: 41). Rhoma imitated the sound of Richie
Blackmore, guitarist for the band Deep Purple: "if
you look at my songs, you’ll see the colors of Deep
Purple. The color of my guitar playing is the color of
Richie melodious hard rock sound ”(pers.comm., 21
August 2006; in Weintraub, 2010: 99). Sound
referred to by Rhoma is felt by musicians and
guitarists in general interpreting it as shrill
(cempreng) or kettles (ceret), which means that the
sound of the guitar is sharp and uncomfortable in the
ears, different from the pop music guitar that uses
overdrive and is more "warm".
The "shrill (cempreng) / kettles (ceret)" sound can
be seen based on the composition of the instruments
used by Soneta including vocal, guitar, bass, drum,
keyboard, flute, mandolin, saxophone and trumpet. If
these instruments are categorized into frequency
regions, they are divided into three regions, namely
Low, High and Middle. High frequency instruments
filled with flutes, trumpets, saxophone, mandolin;
middle-high frequency instruments filled by guitars,
vocals, keyboards; while low frequency instruments
are filled by bass. The composition shows that the
position of the guitar lies between the middle and high
regions. The sound of the Heavy metal guitar tries to
approach
sound
harmony
with
trumpet
accompaniment, saxophone, mandolin and flute
instruments. This also needs to pay attention to what
Smith (2008, p. A1) calls 'ear fatigue'. A more
consistent sequence of sounds resulting from
compression can cause the ears to become
uncomfortable (Devine, 2013: 164).
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Assessing guitar sound based on a historical view
of Heavy Metal. Heavy metal was called a rock critic
Robert Duncan (1984: 36-37), as an unsophisticated,
anti-intellectual, gloomy, bad, horrible and stupid
music, like death music. A similar opinion was
conveyed by Joe Stuessy, a music professor at the
University of Texas at San Antonio, according to him
heavy metal music is categorically different from
previous popular music forms, and contains elements
of hate (Testimony of Dr. Joe Stuessy , US Congress,
Record Labeling (Senate Monitoring 99-529), 117).
Both of these assumptions explain how hard the
meaning and purpose of heavy metal is. If true, the
concept of sound was made as a symbol of resistance,
then the intended intentions of Rhoma and situational
forces at that time, namely precisely the New Order
era, with fierce competition in the music industry
between pop, rock and Malay genres caused by the
arrival of music popular from the West. Another
symbol of the intent of Heavy Metal is possible as a
representation of marginalized and opposition lowclass people from the government. Dangdut music
with heavy metal nuances becomes very honest
music. A path to individual freedom and equality of
social classes in society can accumulate through the
soundness of heavy metal.
In the view of cultural sociology of heavy metal,
it is clear that in general the sociology of culture can
investigate the creation, appreciation and mediation
of cultural forms, in this case heavy metal. Heavy
metal will involve very many elements that will form
meaning starting from the artist, audience and
mediator itself (Weinstein, 2000: 4). Heavy metal is
also recognized as something more than just a
marketing category, besides having a distinctive
voice, it also has a visual and verbal meaning that is
attached to artists, viewers and mediators who build
it (Green, 1988: 33). The sound is allegedly a mystery
for musicians and guitarists (where they are very
difficult to find sound that feels like dangdut, but this
is not only because of pure sound, but can be from
how the player feels), is a guitar sound already
attached to the cultural order. The sound is inherited
indirectly through the community and the artists
themselves, in dangdut shows everywhere.
The uncomfortable sound is continuously used in
the performance of the show. Is the sound of political
value? Or intentionally and used as a means of
expressing the people? Dangdut itself has never
escaped its involvement with politics. This happened
the first time in 1977 and 1982 when Rhoma Irama
entered to support the PPP party (United
Development Party) (Tempo, 9 April 1977). Dangdut
is present not only to look at the quality of the music,

but because dangdut is able to attract and take
people's hearts, because dangdut is felt to represent
the heart and feelings of the lower class, who live
under pressure (Frederick & Kesumah, 1995: 27). In
2018, dangdut also had a political role, the emergence
of Java, Reggea and Rap dangdut which was brought
by Via Vallen, was also interpreted as a way for
musicians to criticize politics. The end of the year was
dangdut to be a treat that was not separated from
television shows, even the anniversary events of an
online company, the birthday of a television station.
Until entering at the beginning of 2019 dangdut was
still in its political reunion, and did not forget that
Rhoma was also promoted to become a presidential
candidate.
Does dangdut try to create an alienation of its own
people? Is the truth covered with fine music? Lukacs
(in Adian, 2011: 26) once said in his theory about
partial awareness. Awareness which has two separate
views between the bourgeois view and the working
class view. Both parties have different intentions,
where the bourgeoisie continues to make various
interests in maintaining its power (reproductive
domination), on the other hand the working class
continues to seek justification based on its social
totality (Eggleton, 1991, in Adian, 2011: 30). Sound
is produced in heavy metal bandages which have a
negative tendency, but at the same time as a symbol
of the people, in expressing their existence and
expression to the reality of life touched by their
political, economic and social circumstances.

4

CONCLUSIONS

Based on the above explanation the results
obtained in the review of guitar sound in dangdut
music and its relation to the color of metal music on
the guitar sound. So the description of the dangdut
guitar sound was originally possessed and produced
by Rhoma Irama in the 1970s, amid the heat of
popular American music rock genre in Indonesia,
after the Soeharto (New Order) leadership in 19661967. The entry of the music genre created dangdut
colors in rock style with electric guitars at Soneta
band stretchers. Rock music that is present in the
dangdut music is produced by Rhoma Irama's guitar
sound with Steinberger guitar instruments and
combined with the distortion effect of Heavy Metal
and Booster. Sound Guitar produced from the concept
was not only played by Rhoma but also continued by
other dangdut guitar players. The direction of musical
style and the sound character of the guitar are
followed up into the Forsa community (Fans of
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Rhoma and Soneta). In the study in the field, it was
found that they performed like the idol.
The meaning of heavy metal in Rhoma stretches
can be judged from the history, technology and
interpretation of the meaning of metal. Judging from
its history, the metal color was not intentionally
formed by Rhoma, but he did emulate the style of
playing Ritchie Blackmore guitarist from Deep
Purple as his reference. The style was followed until
it entered into several musical works. When viewed
from the development of the technology of distortion
effects, the first distortion produced was Fuzz and
was introduced and used by the Rolling Stones and
Jimmy Hendrix bands. The popularity of Rock n Roll
music is enlivened by sound distortion. Likewise, the
one used by Rhoma in the 70s was an effect that led
to Heavy Metal (HM2-BOSS). The color of the sound
known as "kettles" (ceret) by some opinions of the
general guitarist (outside dangdut) is a type of sound
that is uncomfortable to hear. Even for dangdut music
players, if the guitar sound does not lead to the style
and character of Rhoma's guitar sound in dangdut
music, it is felt that the music is unattractive and nice
to play. Unlike modern music that is more 'warm'
using the overdrive effect.
Metal is one of the musical genres resulting from
the development of rock n roll music in America.
Metal music is very segmented, because it is
considered destructive and noisy music. Metal music
in Indonesia has not only noise, but the music has a
deeper market than other music. Music such as metal,
Underground, Grindcore, Hardcore is music whose
market segmentation affects the low class, and people
who have a background of lack of self-existence and
the search for self-identity (formerly), many metal
music enthusiasts are thirsty teenagers. self existence
and its spread is very large. Metal music describes the
marginal class in its sociality. When connected with
the color of the guitar sound on dangdut, the metal
nuances of the dangdut guitar sound give meaning to
the efforts of marginalized people's aspirations and
part of social criticism of the government. Therefore,
perhaps the sound is a communication medium
represented by Rhoma Sound guitar and presented in
social themes, criticism, romance, the rich and poor,
gender, oppressed, sadness, and difficult in life.
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Abstract:

This is the study of mapping the dance culture of Nusantara based on the categorization of the style of culture
that is based on the mental map-- that the new awareness about the way tothink based on the geographies of
that particular culture. The mental map will act as a foundation for understanding the complexcity of the
culture in Indonesia. Difference in the mental map, not only gifve birth to the difference in ethnicity and
geography but also gave divergent new point of view at different matters; to show the active value system
that is different from one group to another; an also to accentuate the presrnse of social, economical, and
political behavior that is different from one another. Based on that, then every pattern assembles a certain
transformation inside the society of the mental map itself, and the pattern from the outcome will give an aspect
of cultural identity that will connect to the human mind of the society that supports it.

1

INTRODUCTION

This article analyzes and presents the maps of
Nusantara (Indonesian Archipelago) dances based on
the culture style categories, which are in accordance
with a mental map. It is a new awareness of the new
perspective based on cultural geography. The basic
principle of the mental map is to understand the
complexity of cultures existing in Indonesia. The
different mental map does not only trigger the emerge
of ethnics and geographical areas but also shows
different perspectives in various ways, shows the
different value systems among groups, and confirms
the existence of various social, economic, and
political behaviors. Thus, each pattern supports the
transformation of the mental map in a society. In
addition, the pattern depicts the cultural identity
aspects which lead to the society’s “human mind”. In
fact, what people have in mind is a partial meaning,
such as an artifact or event comprising separate
meanings.
Indonesia is known as a plural nation consisting
of more than 17,000 islands and 205 ethnic groups. A
large number of ethnic groups living in many regions
represents the complexity of Indonesian cultures.
Indonesia is an agricultural country where a large
majority of people work as farmers and where the
green and fertile paddy fields look like “zambrut

khatulistiwa” (the green or dark green gemstone of
the equator). Indonesian people are mainly divided
into two groups, namely the maritime and the agrarian
societies. Toer (2001) mentions that Nusantara is a
country supported by maritime and agrarian societies.
Therefore, Toer criticizes the New Order
governmental system saying that it is a total failure
for relying the economy only on the agrarian sector.
As narrated in Toer’s (2001), Gusti Ratu Aisyah (a
character in the novel) in a conversation with her son,
Sultan Trenggono, the established system in the past
failed in governing the country because it
implemented the agrarian rules as the basis of the
maritime country.
You need to know that marine is the one and only
force defeating the colonial or the enemy. The army
force can only fight their own brothers, not their
enemies (Toer, 2001: 470)
Sultan Trenggono (the king of Demak) tended to
develop the army force in order to make his power
greater. The king wanted to prove that her mother’s
idea was wrong, and he was right, stating "even
without the sea, Demak kingdom will continue to
grow and be prosperous.” He trained with his riding
troops that he was proud of. Moreover, he trained
with Sodor (jousting) and developed his agility to
race while training swordsmanship. On the other
hand, the mother, Gusti Ratu Aisyah, as well as Pati
Unus (Sultan Trenggono’s brother who died in an
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attack in the Malacca Strait in order to expel the
colonial), tended to prioritize the marine force to
protect the kingdom from the outside forces in which
the concept is relatively applicable nowadays. It is the
same thing needed to be done in this era. Gusti Ratu
Aisyah told his son that she was a native to coastal
area possessing different characteristics from the
inland people.
Listen to your late brother, “The ones proposing
an idea that ruling Javanese is more important than
defeating the colonial will be cursed by their
offspring since they know in advance, and it is like
surrendering the sons and daughters to the colonial
even when they are still in their mothers’ wombs.
(Toer, 2001: 475-480).
The proposed notion of Nusantara based on the
system of governance, namely agrarian and maritime,
is supported by Onghokham (2003) and Kuntowijoyo
(1987). Onghokham (2003) states that there is a
different concept of the maritime and agrarian
kingdom called "Keraton”. In contrary to the
maritime kingdom, the agrarian will remain as long
as there are heirlooms and siti hinggil (Thorne). In
brief, as long the keraton exists, the kingdom is in
place. Even when the kingdom no longer had a
political function, for exampl, Sultan Hamengku
Buwono VII who was still addressed as ratu gung
binantahara (the great defied king), the power of
controlling the culture was given to the king.
Kuntowijoyo (1987:13) states that in the societies
where maritime and commercial kingdomexists, the
central of the kingdom seems not important.
Therefore, it is difficult to find the continuity of
institutions generating the symbolic wisdom since the
maritime societies commonly live in river banks and
seasides, such as the kingdoms in Malayan, Sumatera,
and Kalimantan peninsulas. The kingdoms are
usually democratic because there is no large gap
between the societies and the government, for
example, kings, nobles, and common people all take
part in the trade. The kings and nobles have the
necessary capital (ships), which is sometimes
managed by themselves or entrusted to merchants
called Syahbandar guarded by Hulubalang called
Hang to secure the environment around the business
(Ensiklopedi Nasional Indonesia, 1990: 4).
From cultural ideology aspects, Onghokham
(2003:358) states that in the 19th century, Southeast
Asia was divided into two major civilizations, namely
Indic civilization (India) and Sinic civilization
(China). The Indic civilization culturally and
ideologically influenced Indonesia, Thailand, Burma,
Laos, and Cambodia. Meanwhile, the Sinic
civilization greatly influenced Vietnam's culture.

Sumardjo (2006) states that the structure of
Indonesian society currently overlaps each other, but
it can be said that the current structure of society is
based on the cultural patterns of primordial
Indonesian society which are divided into a two-way,
three-way, four-way, and five-way pattern. The social
patterns can be observed synchronically and
diachronically. Although there are similarities among
ethnicities in Indonesia, each ethnicity has its own
uniqueness. For example, Batak and Lampung people
have similarities in certain aspects. However, it
cannot be said that the two ethnicities are identically
the same. Based on the cultural patterns of primordial
Indonesian society, Sumardjo (2006) divides
Indonesian society into a two-way, three-way, fourway, and five-way pattern.
These concepts are used to criticize the
categorization of ‘Nusantara’ by combining the
theories of Onghokham, Kuntowijoyo, and Toer, all
of which come to a conclusion that Indonesian people
are not strictly divided into maritime and agrarian
societies. The maritime society is also divided into a
maritime society that solely depends on the sea, and
the one also depends on both the sea and farming. The
Nusantara's agrarian culture is distinguished into wet
rice cultivation and shifting cultivation (see Geertz,
1971: 12-37 and Nasikun, 1984: 44).
Based on the system of each cultural pattern, the
two-way pattern expresses the hunter-gatherer
culture; the three-way pattern is field farming culture;
four-way pattern depicts the maritime culture, and the
five-way pattern expresses rice farming culture.
However, the cultural pattern of Lampung depicts
maritime-field farming culture. The maritime-field
farming culture is also found in coastal and farming
areas where the people living there develop
themselves in shipping and trade activities, such as
those living in Sumatra (Malay), Sunda, Java, Bugis,
Makassar, and Aceh (Sumardjo, 2006: 28).
Therefore, the existing notion that ‘Nusantara’ only
has farmed and maritime culture is a misconception.
This study critically discusses the culture of
Nusantara by dismantling its elements to prove that
the value of diversity within Indonesian society is
Indonesia’s strength. It is expected that the cultural
misconceptionthat occurred in the past will not occur
in the future.
This ecological issue also reflects the different
systems of governance as stated by Soewarno (1997)
that there are three systems of governance in
Nusantara, i.e. the Malay governance system
(maritime) with the consensus agreement system,
Bugis-Makasar (coastal-field farming system) with
the House of Representative system, and Java-Bali
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(inland – agrarian – rice farming) with the kingdom
governance system.

2

COASTAL-FIELD FARMING
SOCIETY: THREE-WAY
PATTERN

Soebing (1988:14) proposes that the ‘seruas tiga
buku, tiga genap dua ganjil’ philosophy (the concept
of three joint knuckles in a finger equals to three- even
and two-odd) contains three traditional rules that
should be followed by the people of Lampung. The
three rules are (1) personal values in the form of
attitudes and behaviors (adat cepala: pi-il pasenggiri);
(2) family values in the form of marriage (adat
pengakuk); and (3) ancestral values or the position in
the traditional institution (adat kebumian, pepadun).
Adat cepala: pi-il pasenggiri is the pillar; adat
pengakuk is the body, and adat pepadun is the
position supported by the pillar and body.
The ‘seruas tiga buku, tiga genap dua ganjil’ is a
philosophy referring to “number three”. According to
this philosophy, number three is considered an even
while two is considered the odd one. This philosophy
refers to the fact that a human finger has three
knuckles. It is only possible for humans to hold
things with the help of the three knuckles in each of
their finger. The knuckles are compared to the joints
of a sugarcane stalk, suggesting that the sweetness in
the sugarcane can only be enjoyed after it is extracted.
On another note, for the people of Lampung, the word
‘odd’ means something ‘weird’, or ‘does not conform
to the general norms.’ It can also be defined as
‘abnormal’, ‘strange’ or ‘ridiculous’, or those who
demonstrate irrationality.
From this philosophy, the value of a person in a
community, as well as the respect and appreciation
that he or she deserves is determined by (1) personal
values in the form of attitudes and behaviors (adat
cepala: pi-il pasenggiri); (2) family values in the form
of marriage (adat pengakuk); and (3) ancestral values
or the position in the traditional institution (adat
kebumian, pepadun). The three-way pattern in the
‘seruas tiga buku, tiga genap dua ganjil’ philosophy
can be seen in the pattern of pohon hayat (the tree of
life) in the form of tumpal or ‘letter A’ motif as seen
on the tapis and kapal traditional fabrics. In this case,
adat kebumian works as the basis of one’s social
status, which represents the manifestation of earth,
the lower world. Meanwhile, adat pengakuk
represents the behaviors, the middle part or the human
world, and adat cepala refers to the values of norms

274

that become the guiding point for how one must
behave in social engagement, and become a part of
the upper world, which represents an ideal condition
for the community.

Figure 1: The three stones of values

The three-way pattern philosophy consists of the
lower, middle, and upper world. It is a development
of the two-way pattern which is based on the
antagonistic dualism way of life. The two aspects are
separate and distanced, but the separation is
considered to cause death. Thus, the opposing views
must come together to end the antagonistic notion.
The foundation lies in how life is viewed as harmony,
and life is enabled by the two opposing yet
complementing entities (Sumardjo, 2006: 73). In
contrast with the gatherers who are prone to conflict,
the farmers’ harmony does not eliminate the two
opposing entities but instead bring them together to
generate a new entity. A harmonious event is a
paradoxical one; no side is losing or winning. Both
sides are winners, which may even give birth to a new
life. The three-way pattern aesthetics focus on the
formation of the ‘middle world' as the paradox
symbol, which harmonizes the dualistic-antagonistic
notions. The manifestation of this form is
horizontalist, meaning that the material world
paradox is put first before the heavenly one. This is
certainly different from the five-nine pattern culture
of the agrarian community. In fact, the three-way
pattern is not accustomed to the adagium of
‘manunggaling kawula-Gusti’ (becoming one with
God), which has a more vertical approach, in relation
to the mysticism of the agrarian community’s fivenine pattern.
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Figure 2: The three stones of values in the horizontal

landscape
The horizontal orientation of the three-way
pattern is also reflected in the three aspects that the
people of Lampung aim to reach the pinnacle of life,
namely (1) benuwa, having a house; (2) begawi,
having a traditional wedding ceremony for their sons
or daughters; as well as (3) cakak haji or cakak
Mekkah, or taking a Hajj pilgrimage in Mecca. These
notions imply that the ideal that the people of
Lampung attempt to achieve involves material
possessions (benuwa), offspring as a result of
marriage (begawi), as well as spiritual necessities for
the afterlife (cakak Mekkah). These are the ideals that
one must be able to fulfil once he or she becomes an
adult (punggawo). It is only when all three aspects are
completed that one may earn respect in the
community, as described below.
Nyou kesusahan pesekam lagei, kak benuwou, radu
ngamatu, kak kiaji.
Meaning: there is no more sorrow for you, with the
house you own, and your children married, and the
Hajj you went on.
For this reason, a punggawo always strives to aim
for the three matters. In fact, family members and
relatives would gladly help each other to obtain these
goals. They believe that by helping their relatives
when the time comes, they will also receive the same
assistance (tanoman). The help may take the form of
money, food, or either moral or material support in a
larger sense. The recipient side will be content only if
they manage to return the kindness, and vice versa.
The three values work as the manifestation of an
ideal state that one must have in order to be respected
in the community. In Lampung wedding system (the
adat pengakuk), those within the same marga (clan)
must follow the adat kebumian (social status based on
the balance system); in which the bride side is the one
sending off the wife (ngejuk), and the groom side is
the one accepting the wife. Earth custom (adat
kebumian) is a position of someone who is
determined based on the base of stem/pangkal batang

(male lineage; kepenyimbangan). Adat pengakuk is a
provision and ways to propose marriage for and/or to
accept a marriage proposal from other people that
contain articles on a person's customary rights related
to the rights of someone about the number of dau that
must be paid when marrying a girl in a family that has
rights of adat pengakuk. There is a difference between
sereh and traditional rights of adat pengakuk.
Sereh is dau (money that must be paid), or it can
also be an animal or object left by a girl who gets
married as a substitute, and it can be in the form of
things or furniture placed in an empty room because
of her leave, while pengakuk is “someone's
customary value”. Ngejuk-ngakuk literally means
giving and taking. Based on the custom, there is a
provision applied to someone who takes a girl
(ngakuk) and to whom someone else gives his
daughter (ngejuk). This is because the issue of
ngejuk-ngakuk is an important factor in determining
the purity and burden of the blood descendants of a
chief of adat. Lampung custom is also upheld on
blood descendants who are considered good or bad
judged by married women.
Of all the perfection that the people of Lampung
want to achieve, marriage is a condition that must be
carried out to reach benuwa and begawi. In addition,
marriage is very important because, for Lampung
people, unmarried people are categorized as children
or are considered immature. Of course, there are
adults who are not married, but sociologically, they
are still considered immature. Only those who are
married play a role in making decisions at traditional
ceremonies, and may speak in family matters. From
the facts, it can be said that marriage is the most
important life cycle for Lampung people.
Marriage will increase the social stratification of
a person to become a leader by leading his batih
(family). When a person enters a marriage life, he is
permitted to have a house (benuwa), and
automatically the ceremony he is carrying out is
begawi of the custom itself, especially if the married
one is the eldest son/daughter. In the Javanese
community, the identity of an adult is confirmed
when he/she gets a personal keris and uses a new
name at the time of the marriage which causes the
new nuclear family to be separated from the larger
group of descendants.
An adult will be truly honored if he builds his
own family, which will be the main source of social
identity for his children (Mulder, 1985: 35). Based on
the form of a horizontal three-pattern, the relationship
is more emphasized on worldly elements, as 'threestone furnace' (tungku tiga) which symbolizes three
stones used to support a pot for cooking. All three
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stones have the same strong position. It is illustrated
as follows.

Figure 3: Three-stone furnace illustrating the worldly

elements

Figure 4: Social structure scheme at the wedding

ceremony
However, the custom of ngejuk-ngakuk in
Lampung society is not as firm as that of Batak
people. The ‘three-stone furnace' in the Lampung
community is built based on the unity of one’s adat
cepala, adat ngejuk-ngakuk, and adat kebumian. It
means that in Lampung society, individual values are
more taken into account based on their personal
abilities than group values. Therefore, someone's
success and appreciation to others are more
determined based on the person's ability. In a cangget
and marriage ceremony, the structure of the ‘threestone furnace’ in the life cycle of a woman and
cangget that goes with her is illustrated as follows.

Figure 5: The scheme of cangget accompanying the
ceremony
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Figure 6: The position of a girl in a wedding ceremony
and the cangget

For Lampung people, marriage is not merely an
individual matter, but it is a customary matter.
Marriage is a report for someone's “social
relationship value” in a society. This will be a
measure of “honor” in the community based on
wealth, positions, and relationships that are
intertwined among people.
Generally, people say the reason for their
presence at a wedding party is first based on personal
relationships, then social status, and other reasons
later. The 'good value' of one's social relations is
determined based on the guests who come to the
wedding. This can also be a measure of 'who' carries
out the customary 'work' (begawi). Therefore to show
respect for the invited guests, the host will welcome
them with good hospitality. In addition, the respect
and dignity of Lampung people are at stake in the way
they welcome the invited guests. What counts as a
successful wedding party concerning the social value
of these people might be the support of their relatives,
attending guests, and the high-end party held. These
might best express the value of respect and strength
of Lampung people, especially if the family are about
to hold the wedding party for the first time.

3

MARITIME SOCIETY:
FOUR-WAY PATTERN

The identity of Malay or Melayu is not that of an
ethnic group or race, but the royal family that seems
to be associated with the king or ‘raja’. The word
Melayu in the practical book Malay History or
Sejarah Melayu means the genealogy of the Sultan.
However, after Malacca fell to the Portuguese in
1511, the royal family fled to Johor, and there was no
ethnic holding the reins of what Melayu means. The
word finally spread out together with the diaspora of
post-Malacca traders. Melayu no longer resembles
the identity of the social stratification, but a
"horizontal identity." This identity has become a
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marker in different but equal social groupings –
especially in the view of European colonialist powers.
Regarding this, the liberation from the
colonialism with the intention to escape from its
steely gaze is considered as one of the attempts to
return to the identity, Melayu. Since the 1930s,
Indonesian poetry is influenced by the poems of the
"musyafir lata" or wanderers who have nothing but
freedom to explore. Indonesia was born from this
exploration, and that is why Indonesian nationalism
does not upraise the property inherited from the past,
neither in the form of temples nor natural resources,
but it is the archipelago itself that matters. This might
be the best reason why the word "Indonesia" and its
nationalism seem to have ‘great' power for its people
as both really pull on their heartstrings. Thus, the
Indonesians do not want to be called "Indon", but
"Indonesia” since it is the name "Indonesia" that have
been fought with might and main since the beginning
of the 20th century. It just shows how hard the
struggle really was. How many thousands were
imprisoned and died for that name? Shall the
Indonesians forget it?
Regarding its society, Soewarno (1997: 11)
proposes the three patterns of power (governance) of
Nusantara as a result of its freedom, namely (1) JavaBali, (2) Malay, and (3) Bugis-Makassar. The JavaBali pattern of governance places the center of power
on the king. The king is the center (microcosm) of the
kingdom he leads (the macrocosm). He holds
absolute power, from which all power comes from.
King is the law, and the law is the king. The words
the king says are comparable to the command of God
that must be carried out by all his people.
In the second pattern, Malay, the system of
government was a constitutional monarchy. Sultan as
head of the government is accompanied by a Council
of Ministers who are authorized to elect and appoint
the Sultan. This council, together with the Sultan
make laws and regulations. The regional government
is handed over to the judges or Hakim. Hakim
Kerapatan Tinggi is headed by the Sultan, then the
Hakim Polisi (Police Judge), Hakim Syariah (Sharia
Judge), and finally Hakim Kepala Hinduk (Head
Judge of Hinduk). The example of this type of
governance would be the Sultanate of Siak Sri
Indrapura. The representation of four-way pattern in
the Indapura Siak’s Kerapatan Adat includes (1)
Kampar, (2) Pesisir, (3) Tanah Datar, and (4) Lima,
Puluh Kota.
The last pattern, Bugis-Makassar, found in the
Sultanate of Bima, puts the top power on the
Sultanate Council called “Hadat”. Hadat consists of a
chief and 24 members. These members are 6 Jeneli

people, 6 Toreli people, and 12 Bumi people. The
chief of Hadat is called “Raja Bicara” or “Ruma
Bicara”, who is the highest employee in the kingdom
who has the position of the First Minister, while
Jeneli is the Second Minister. Jeneli and Toreli are
chosen by village leaders so that they were the
people's representatives. Seen from the second and
third governance pattern, the Malay inspires
deliberation and consensus, while the BugisMakassar imbues the House of Representatives.

Figure 7: The symbol of the Sultanate of Siak Sri

Indrapura, as an example of the Malay Governance
Pattern
The manifestation of the four-way pattern in the
structure of the Riau-Malay community includes:
1. the story/tale (the legend sung in poetry) that
has four kinds of intonating techniques, i.e. (1)
kapal, (2) burung, (3) selendang delima, and
(4) nandung,
2. the basic movement of dance (Zapin, Joged,
Inang, or Langgam), including (1) back and
forth; (2) forward (sud); (3) forward
snatching; (4) siku keluang, and
3. the decoration motifs.
The four-way pattern is reflected in the pictures
below:
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Figure 8 and 9: The decoration motives in the customary
court of the Sultanate of Siak Sri Indrapura

Figure 10: The eight-way pattern on the roof decoration of
a traditional court building of the Sultanate of Siak Sri
Indrapura

4

CONCLUSIONS

In this study, culture is interpreted as an analysis
instrument and at the same time, acts as the object of
a study. It may also be seen as a unit of study or
analysis instrument consisting of interrelated
elements, related to one another in integral units, and
functioning, operating or moving in a unified system.
The concept of culture is also understood as a
systemic unit and an understanding that lead to the
individual, social, and cultural aspects of human life
as elements having reciprocal guiding and energy
functions.
Benedict (in Poerwanto, 2000: 56) in her concept
of the ‘patterns of culture’ states that an
anthropologist must be able to dive into the soul of
culture by paying attention to the ideas, feelings, and
emotions of individuals in a society. Benedict's
‘patterns of culture’ is a whole emotional network in
a culture that appears to give the soul and character of
one culture. Geertz (1996), in relation to this, argues
that culture means a pattern of meanings transmitted
historically and embodied in symbols. Culture is an
inherited system of concepts manifested in symbolic
forms which become a means for humans to convey,
perpetuate, and develop their knowledge of their
attitudes towards life. Symbolic forms in the
particular social context later exemplify a pattern or
system called culture.
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In addition, interpreting culture means
understanding the system of symbolic forms to
elucidate its authentic meaning. Therefore, ‘the
meaning embodied in symbols and concepts revealed
in symbolic forms’ is central to cultural studies. By
focusing on religious or sacred symbols, Geertz
contributes a paradigm that religious symbols
function to synthesize the ethos of a nation - their
character, quality of life, style, moral and aesthetic
sense – and their outlook on life – the picture they
have about the way things are, their most
comprehensive ideas about order. Regarding this,
religious symbols are those synthesizing and
integrating "the world as lived and the world as
imagined" (in Dillistone, 2002: 116). The way of life
and the view of life are complementary, often
manifested through symbolic forms giving a
comprehensive picture of the order and, at the same
time, embodying the synthetic pattern of social
behaviors. There is a connection between lifestyle
and view of life - the arrangement of the universal
order – and this is revealed in symbols associated with
both.
The analysis used to explore Indonesian people’s
mind is Levi-Strauss’s structural analysis with the
assumption that the phenomena embodied in the
Indonesian dances can be captured by rationales in
structures related to order and repetition (regularities)
which are in mathematical laws resemble a structure
existing in the unconscious nature of Indonesian
people. With this structural analysis, the meanings
displayed in various phenomena of Indonesian dances
are considered intact. The analysis not only covers the
effort to express the referential meanings but also
opens the logic behind the ‘laws' governing the
process of manifesting various semiotic and symbolic
phenomena that are not realized by the Indonesians.
This is the fundamental difference between LeviStrauss's structural anthropology and RadcliffeBrown's structuralism-functionalism taking many
models from Biology (developed by Dutch
anthropologists). By constructing models showing
the existence of certain structures in Indonesian
dances, this research seeks to reveal the relationships
existing within the structure of performance and
society that has enabled Indonesians to build
symbolic nets, until finally, they can open up cultural
values and identity of Indonesians.
Finally, there are always two choices, whether we
want to see the philosophy of art in detail or to see the
development in order to understand the
multiculturalism in Indonesia's diverse culture well.
This research is on the first choice, aiming to explore
Indonesian dances in depth to find the characteristics

Cultural Mapping of Nusantara Dances: The Development of Multiculture-based Cultural Political Policy Strategies

of the 'art' to discover the patterns of equality and
diversity of the Indonesians' diverse culture. In this
case, this study has apparently found the cultural
characteristics of Indonesians and revealed the
patterns immersed. The findings are finally expected
to be able to propose such an understanding of
cultural diversity resulting in the wisdom of views in
assessing other culture. This understanding will
expose the notion that we cannot urge people from
other cultures to always understand ours while
denying other cultural values. Unfortunately, we
seem always to judge another culture from our
cultural point of view. Thus, Levi-Strauss's
perspective allows anthropologists to see the diverse
patterns of Indonesian cultures.
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Abstract:

Traditional Performing Art is a part of Indonesian society life. It is attractive, lively, and beautiful. It is also
flexible or adaptable. These both natures and the implication are analysed by using the ethno art approach,
especially the performing art approach. The choice to this emic approach comes from the observation to the
collective awareness of the people who support it. Performing art has the agility and the ability to charm us
with its beauty depends on the purpose of the performance. Any kind of performance is expected to give
satisfaction to the audience. In an occasion, the performing art can be used as a means and the legitimation of
some ritual. The same performing art can be used by society as a means of communication too, especially for
men and women. Performing art can adapt to different interests, although the form is not changed. The
questions are how can the performing art be attractive and why and how can the performing art adapt to the
needs of the society. In fact, these both abilities are going hand in hand. Attractive and adaptable comes from
its various development components which show the closeness or even the same meaning.

1

INTRODUCTION

The Indonesia traditional performing art has been
living and leading to fulfill people’s wants or
demands. The performing art here is the performing
art which lives and developed outside the palace. This
research is aimed for a particular performance
originated and developed together in the society that
has rooted in agriculture and fishing culture as
Indonesian in general. The similar form of the
performance is accompanied by various interests
(Bouvier, 2002; Hastuti, 2013; Kusmayati, 2011 and
2014; Murgiyanto, 2003; Soedarsono, 2011; and
Widyastutieningrum, 2007).
The various interests which is supported by one
kind of performing art that has a similar or even the
same form will be presented in this article as in the
area of the East corner of Madura island including in
Kabupaten Sumenep, where there is a performing art
called Karawitan. Karawitan is a group of traditional
musician who played a traditional music instrument
called gamelan, generally uses slendro scale.
A Karawitan group consists of only women or
men or both as the players. A female group write the
group’s name based on the player such as ‘Karawitan
Putri Sri Budoyo’, ‘Karawitan Putri Budoyo’,
‘Karawitan Putri Indah Famili’, ‘Karawitan Putri

Bunga Famili’, ‘Karawitan Putri Melati’, ‘Karawitan
Putri Ken Dedes’, etc.
A Karawitan performance is always completed by
a sindhèn. Sindhèn is a woman who becomes the main
player of the performance. The term karawitan and
sindhèn refer to Javanese language. Sindhèn is a
singer of tembang (Javanese) or kèjjhung (Madura
language). It is also called tandhâ’ as the synonym of
tari (dance) (both in Javanese and Madura language).
Tandhâ’ is also understood as a dancer in the
neighborhood.
Sindhèn as the performer (can be one person or
more), nandhâ’ or dancing and ngèjjhung or singing
a specific song with the local language. The
movement follows the rhythm of gamelan and stress
on a particular lyrics or the end of kèjjhungan. The
nandhâ and ngèjjhung are alone or with the guests on
the stage.
Beside kèjjhungan and nandhâ’, sindhèn looks
stand out in her costume. She wears a long batik cloth
and kebaya (traditional female Javanese gown). She
has a particular hair style, accessories, make-up, with
a shawl on her shoulders. The female players wear a
costume like the sindhèn, but without a shawl. The
male players wear trousers, sometimes sarong, a shirt,
and a hat called odheng.
A man or two men called galandhâng is presented
in the performance. Galandhâng should be able to

281
Kusmayati, A. and Raharja
The Attractive and Adaptable Indonesia Traditional Performing Art.
In Proceedings of the 1st International Conference on Interdisciplinary Arts and Humanities (ICONARTIES 2019), pages 281-287
ISBN: 978-989-758-450-3
Copyright © 2020 by SCITEPRESS – Science and Technology Publications, Lda. All rights reserved

ICONARTIES 2019 - 1st International Conference on Interdisciplinary Arts and Humanities

ngèjjhung and nandhâ’ rhythmically with the
gamelan. Some lyrics to welcome, to thank and to
praise the audience are inserted. He also should be
able to create specific lyrics based on the purpose. He
fetches the main guest from his or her seat and invites
him/her to dance with sindhèn or with him. He also
brings the guest back to his/her seat.
A dance arena is prepared in a tèrob. Tèrob is a
impermanent building, built for some occasion
especially for a wedding. Tèrob was built in the front
yard of the main house and dismantled after the event
finished. The arena is often higher for around 0,5 – 1
meter than the guests’ seats. The width is relatively
limited, for around 4 x 5 meter. A set of gamelan is
organized at the back or next to the dance arena.
The guests who are dancing are mostly men.
Sometimes several boys are dancing too, following
the movements of the adults. The women guests are
not dancing but they come to the dance arena to give
money to the sindhèn. Some other guests not only
give money the sindhèn, but also to the galandhâng,
and a specific gamelan player in the arena.
The performance in an occasion is not only
attended by the invited guests but also attended by
many common citizens. Most of them are men,
although there are few women and children. They
come not only from the same village, but also from
the neighboring villages. They sit or stand clustery
outside the gate, blend in the crowded food and toy
sellers.
They follow and watch the next performance,
although the performance is the same as the previous
one. The invited and the uninvited guests are
laughing, complementing, or giving various
comments to some action in the dance arena. The
complements and comments are not only for the
sindhèn and galandhâng, but also to the guests who
are dancing with the dancers.
Most of the Karawitan group and sindhèn and
galandhâng are ètangghâ’ or are hired by the
organizer of the wedding or circumcision. This event
often combined with a ritual called Rokat. Rokat is a
traditional ceremony, which has a purpose to avoid
misfortune suffered by someone with a particular sign
(Kusmayati and Sayuti, 2014). This ceremony is
conducted for the safety of the village.
The ritual often completed by Karawitan
performance with sindhèn and galandhâng to fulfill
the vows. The ritual is organized when some family
member is free from danger or free from a big
problem. The ritual is also conducted when the family
experiences some happiness or something expected is
achieved.
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Rokat, fulfilling some vows, and the others
actually do not always use Karawitan as the media.
Still in Sumenep area, the society uses traditional
music ensemble called Saronèn. Several families
conduct Topèng Dhâlâng for it. The oral literature
performance called Mamaca in Kabupaten
Pamekasan area often connected with Rokat,
especially Rokat Pandhâbâ (Kusmayati and Sayuti,
2014; and Dana, Kusmayati, and Prasetya, 2017).
This Karawitan performance, which is supported
by the music players, sindhèn and galandhâng as the
players, is not only developed in the east side of
Madura, but also spreaded to the islands around
Madura like Talango, Gili Genting, Gili Raja,
Kangean, and also Java island. This performing art
was brought in by Madura community who live in
that area.

2

RESEARCH METHOD AND
APPROACH

According to Kaeppler (1993) as also emphasized by
Simatupang (2013) and Murgiyanto (2015), it is very
important to observe a performing art based on a point
of view that can be comprehended by its society. The
society’s understanding tends to become not
universal, but more specific, as the support of
Karawitan performing art, which can be strange,
unique or odd for common people.
Therefore, the concept and the impression of the
observer are avoided, as that has been emphasized by
those three researchers mentioned above (1993, 2013,
and 2015). Kaeppler and the other, Ahimsa – Putra
(2005) have agreed that when do some ethno art
research, in the context of this research, which is
ethno performing art, should use the society’s
thoughts to observe as the point of view (emic) as
what has been mentioned earlier. One of the ways to
gain it is by following the society’s behavior in their
daily basis, especially for those who support
Karawitan and performing art.
However, it is undeniable and become a necessity
for the researcher to explain ethically that can be
understood generally and universally. How is it
possible not to use emic and ethic approach if the
object explained is the uniqueness of the Karawitan
performing art itself. The uniqueness is expected can
be understood not only by its supporters.
This performing art could have attractiveness if
the performance, which is performed almost during a
year, is observed. The performance never loses its
enthusiasts. The continuity of the performance, which
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supports several people’s interests, leads to several
questions. First, what aspects that can be the
attraction of Karawitan performing art and why and
how that attraction can survive. Second, why and how
can Karawitan as traditional performing art adapt to
the needs of the society?
This research uses the data field and the literature
review. The data field were obtained through
observations, the researcher’s experiences, and also
obtained from the information from several sindhèn,
galandhâng, karawitan group members, and the event
organizers. The researcher also obtained the
information from the audience, although it needed
more time and patience because of the complexity of
the data. Part of the information was taken from the
resident’s invitation, and the rest was taken from the
researcher’s initiative. Moreover, the information
was also taken from various social stratum, age, etc.
Once again, the observation and the analysis are
endeavored to approach – although it is not precise –
with the point of view and thoughts of the society.

3

DISCUSSION

The discussion of this research comes from various
questions about Karawitan performing art that has
been mentioned above. First, about the attractiveness
of the performance. The ability of nandhâ and
ngèjjhung for sindhèn and galandhâng, and the skill
of the gamelan players are the main factors of the
performance. As a performance, it is undeniable.
They, especially the sindhèn and galandhâng spend
time to find and practice their body’s capability to
fulfill the expectation of the supporters (Suhadiyah
and Maryamah, 2019)
This behavior is suspected to be the beginning of
human relationship with the world as quoted by
(2013) from Leder (1990). Leder said that body is a
media which is irreplaceable to experience and
interact with the world. Still about body, Barba stated
that body techniques which are used in performing art
came from body techniques from outside (extra –
daily). This statement is applicable to Karawitan
performers, especially sindhèn and galandhâng when
they sing and dance
Along with the body techniques, the
performance’s attraction from the performers is
determined by the costume and the makeup. For
sindhèn, the ability of nandhâ and ngèjjhung should
be supported by balanced costume and makeup. It is
similar for the female gamelan players. They are not
only skillful in playing gamelan, but also skillful in
ngèjjhung. They are also expected to perform

attractively in a costume and makeup. Suhadiyah, one
of the senior sindhèn and also a star, often gives a
strong suggestion for other sindhèn to change the
costume for every performance. This suggestion is
conveyed to karawitan female members, whether to
her own group or other groups which accompany her.
At least three sindhèn have their own female
karawitan group. The groups are ‘Sri Budoyo’ owned
by Suhadiyah, ‘Indah Famili’ owned Hj. Ahwiyani,
and ‘Ken Dedes’ owned by Suhartini. They also have
a set of gamelan instrument which is used for the
performance. Although they have their own
karawitan group, these three women have never
refused to perform accompanied by other karawitan
group, male or female. These three groups try to
perform based on their own attraction and ability.
Some attraction is also performed by galandhâng,
not by the limited costume and makeup, but by the
prime ability of nandhâ and ngèjjhung. The
trousers/sarong, a suit, skullcap, and shawl, which are
worn by a galandhâng cannot support him if he
doesn’t have enough ability of nandhâ, ngèjjhung,
and ability to guide the performance.
The attractiveness of galandhâng is more on the
honor to the guests through compliments. The
compliments are given by the galandhâng. Beside for
the galandhâng himself, he also gives a contribution
in raising the sindhèn’s popularity (Suhadiyah and
Maryamah, 2019). Therefore, it is understandable if
sindhèn always shares her salary to her partner. She
gives some amount of money to the galandhâng and
to the gamelan players.
Galandhâng should be able to understand what
the host’s desire is. He is demanded to arrange the
dance’s order for the guests, especially the VIP
guests. Generally, the order of the guests based on the
level or the status of the guest in the society or in the
government institution. The higher the level, the
earlier he/she dances. The galandhâng’s mistake in
this matter caused the decrease opportunity for the
galandhâng to perform. Moreover, he should be
ashamed for his lack of ability to organize the
performance.
He should be able to compose lyrics according to
the needs. It is for sindhèn as well. Through the
speakers, the song is heard, contains praises (in
formal Madura language), composed by the guide of
the performance. One of them is as follow
Adhu alèk . . .
Pasèra sè gâgâ’ semak kaula
Angèjjhung atangdhâng lèbur
Sobung sè angalaaghi
Èngghi panèka èngkang sakalangkong kaormatè
Bapak Kalebun Salopèng.
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(Dear brother/sister . . .
Who is the gentleman near me
Sing and dance beautifully
Nobody can compete him
The honorable
The Village Head of Salopeng).

Explicitly it is mentioned by the galandhâng in
the lyrics above that the gentleman who is dancing
/singing near him is the village head of Salopeng who
is vary honorable. The honor is also presented
through the formal language used by the galandhâng.
The same lyrics are often used by sindhèn. Similarly,
the lyrics used by sindhèn can be used by galandhâng
as the lyrics below. In the lyrics, which was created
in everyday language (same level of communication),
contains the meaning of longing or expecting the
presence of the guests.
Sampèr sarong kabâbâna
Mon ményak nompa kapelar
Pèkèr kerrong karobâna
Ènga’ rassa ta’ kellar
(A long cloth with sarong underneath
If some oil spilled, can’t be hold
Longing for his face
It is unbearable).

Basically, the lyrics sung by sindhèn and
galandhâng uses the pattern of mamaca (Madura) or
macapat (Java). However, sometimes several
deviations happen. For instance, the end of the lyrics
should have a certain vocal, not always have to follow
the standard guidance. Another deviation is the
amount of syllables in every line is not suitable with
rule of the lyrics. Besides, occasionally, there are
some Indonesian vocabularies and Javanese
vocabularies are included in the lyrics. However, the
performer of the lyrics does not deviate from the
meaning or purpose.
In the performance similar to Karawitan, R.M.
Soedarsono has a particular view. He stated that a
performance which is not prioritized the form, but
more on its purpose, is the extension of the prehistoric
root of tradition. Furthermore, the difference is not
only on the aspects of one form of the performance,
but also in the different kind of performance, which
is performed for the same purpose (2011). The
prehistoric background among others is recognized
from the pilgrimage done right before the
performance, especially the performers visit the
cemetery to ask for blessing to the ancestors.
On its long journey and in time, the culture root
found itself as some agent to serve the host’s taste.
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The elaboration to the deviated form is done to satisfy
the host and also the audience. Besides, the desire of
the hosts, audience and the performing art itself is
tried to be fulfilled. (Kusmayati and Sayuti, 2014).
Barba’s statement is in line with Gell’s view. He
said that the technique built in art has the meaning for
enchanment. It appears because the technique has a
specific level of difficulties, so it is indeed enchanting
(in Simatupang 2013). Not many who is willing to
become sindhèn and galandhâng. If he/she is capable
to become nandhâ’ and ngèjjhung, perhaps the power
and courage to perform in front of the audience
–especially as a sindhèn— needs a careful
consideration. As stated by Suhadiyah, she planned to
resign as a sindhèn in 1 – 2 years ahead. It is related
to her appropriateness and duties as a moslem and due
to her family problems. She also feels that she is not
young anymore and she suffers some health issue.
Her ups and downs for her achievement as a star will
be put aside in accordance to the norm in the society.
However, her experiences and her long journey as a
star for more than 20 years make her pondering
(2019).
Based on the explanation above, then it is
understood that karawitan group –with sindhèn and
galandhâng who has the ability above— is highly
demanded by many hosts. The higher cost than the
others must be spent by the host if the performer is a
famous sindhèn and galandhâng. The host’s prestige
overwhelms the cost that should be spent. However,
bargaining which leads to the agreement for both
parties –as one of the characteristics of Indonesian–
is applied here.
The invitation will be delivered to the guests.
Several ways are used to invite them. Most of the
ways is to send food and groceries. Whatever the
form and the way, it conveys the specific
performance, especially the karawitan group,
sindhèn, and galandhâng orally or written.
Dry season after the harvest season, especially the
harvest of rice and tobacco is the time to show off as
a host. Wedding, circumcision, fulfill the vows are
conducted by the society for the individual need.
Although it is for the individual need, jâk ajâk or jâk
ngajâk, which means inviting to help, is seen in the
process of the occasion. This invitation occurs
especially when some neighbor is seen holding some
work (Rifai, 2007), as when conducting a wedding
ceremony, circumcision, etc. Along with it is
upacara bersih desa (clean the village together), sea
harvest, and various rokat– they can be used
together— is conducted by jâk ajâk or jâk ngajâk.
The time and place are based on the agreement. Also
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for the kind of performance and the cost, they are
discussed together in advance.
When conducting a performing art, it appears that
agriculture society, which is rooted from the tradition
of togetherness in the rice field and the fishermen go
to sea collectively, still continue the tradition in their
daily life. Among them are known as bâbbhu’ or po
seppo or someone who is considered as an elder.
Bâbbhu’ or po seppo becomes a person to ask and as
the balancer of life.
If a person doesn’t want to be preceded by others,
that person, who wants to hold an event with
karawitan performance, should prepare the event well
in advance. The host chooses a popular karawitan
group. The prestige, which is reflected through the
performing art, does not only occur from the host, but
also from the guests and the karawitan performer.
In her research in Indramayu West Java, Hastuti
stated that the prestige in some hosts becomes the
actualization or pride for someone or family through
a certain performing art by honoring important
symbols in it (2006). In Sumenep, a medium which
carry the important symbols chosen by the society is
karawitan group with its performers. A prestige that
is related to the pride in Sumenep, even along
Madura, appears in the circle of race cow owners.
They make some effort in any ways to win the cow
race, which is called Karapan Sapi. It is similar to the
host of karawitan performance. The realization of the
prestige is more prominent than the cost that should
be spent as the consequence to be in the circle of that
activity.
During harvest time is also understood as the time
to earn money for the gamelan players, sindhèn, and
galandhâng. During that time, in tèrob-tèrob, from
the performance, a voice’s chant was heard, graceful
movement of the sindhèn was seen, especially
Suhadiyah and Suhartini. Both of them are favorite
sindhèn nowadays. Their beautiful voice and
movement accompanied by one or two among
Mohammad Halqi, H. Abdulrachman, and
Mohammad Hasan. These names are the more skillful
galandhâng compared to the others.
Although she is no longer showing her beautiful
dance, Hj. Ahwiyani is also the most wanted sindhèn.
Her limited vision , which has been suffered for about
5 years, reinforces her to choose to become sindhèn,
that accentuates her ngèjjhung ability with her golden
voice. She’s not only praise the guests or the host, but
also gives some advice through the existed traditional
song lyrics or through her own creation. The lyrics are
as follows:
Kabânjirân sagârâ maddhu, kanak
Bâddhâ sagârâ cellot, jâ’ kalopaèn

Mon ta’ namen, ta’ anyè,
Jâ’ ngala’ karebbâ dibbhi’, kanak.
(Flooded by the sea of honey [happiness], child
There is the sea of mud [difficulties], do not forget
No grow, no reap
Don’t just do what you want, child).

The lyrics above present some wisdom to the
agricultural societies who know honey, mud, and the
relation between growing and reaping or harvesting.
The emphasize on the word ‘child’ at the beginning
and at the end of the lyrics shows to whom the lyrics
is pointed to, adolescent. Besides, Ahwiyani puts
herself as an older person who should give some
advice. With her condition, she is hired by many hosts
as a sindhèn who has a particular purpose. Although
her amount of her performance is less than the two
sindhèn who has been mentioned above, she
continues to do so today. (Suhadiyah and Marzuki,
March 2019).
The feeling and act, which become the expression
of prestige, also appear from part of the guests. Part
of the guests who can nandhâ and ngèjjhung will
make some effort to do it and use longer time than the
others. These guests will also request a certain song
to the karawitan group by giving more money. The
money given to the sindhèn, galandhâng, and the
karawitan members, is hold or shown in their hands
while nandhâ and ngèjjhung when they are in the
performance arena. The giving is the expression of
gratitude and also to show the pride of the giver in
front of the audience.
Sindhèn, galandhâng, and the gamelan player as
the performer accompany the act with their own ways
as what has been mentioned earlier. The attraction is
maintained continually. As the performer, technology
of enchanment actually attached to the performer
him/herself. This technique based on the concept that
stated that work of art basically is an artificial beauty.
It was created by art performers by implementing a
set of particular techniques through some aesthetic
experiences gained which is different with natural
beauty. Technology of enchanment can also be said
as a strategy implemented by art performers to create
a particular attractiveness for their work of art.
(Simatupang, 2013). Part of the karawitan performers
are aware of it, moreover if the performer has
performed in a long period of time. Experiences
become the learning which is very useful to continue
the journey of the art.
Besides maintaining the quality of the voice, the
female performers should cultivate their body and
make it beautiful in such a way without ignoring the
politeness (Suhadiyah and Maryamah, 2019). The

285

ICONARTIES 2019 - 1st International Conference on Interdisciplinary Arts and Humanities

beauty created is not apart from society’s term, which
is related to performing art, that is ‘lèbur’. Someone,
who is watching or has just finished watching a
performance, can share it with another friend who is
also watching it. Lèbur means good, fun, entertaining.
Specifically, lèbur’ is a positive response to the
performing art when it is performed (Bouvier, 2002).
An entertainment, which brings out the feeling of
lèbur or fun because it is beautiful and good (Bouvier,
2002), is expected by all society.
They also understand that they should compete to
get the opportunity to perform. The competition is not
only in the same form of performing art, but also in
the different form of art. The quantity of the
performance between karawitan group with sindhèn
and galandhâng and Topèng Dhâlâng, Saronèn, and
Mamaca is chasing each other. This competition is
clearly seen between Karawitan and Topèng Dhâlâng
from the schedule of the performances in a month.
There are more than 75% performances for various
occasion performed by both of them with the equal
amount of performances. The rest have become part
of other performing arts. In a decade, before and after
2000’s, the performance’s and Topèng Dhâlâng’s
schedule sometimes more than days in a month. In a
day, especially on Sunday, they can perform more
than one (Suhadiyah and Marzuki, 2019).
There is no difference in the performance whether
it is for Rokat or for some entertainment. Even many
gamelan players do not know about the purpose of the
performance. For them, the most important thing is
they can perform according to the lead of their group
leader and of course to get payment. They do it to help
and to fulfill their family needs. (Suhadiyah,
Maryamah, Marzuki, and Suparno, 2019).
The Sindhèn as the performer, galandhâng, and
the karawitan group are ready to across the border of
Kabupaten Sumenep and Pulau Madura. They are
invited to perform away from their family and the
various purposes become wider. The purpose of the
performance
including
wedding
ceremony,
circumcision, national big day or religious day
celebration. The performance is not always related to
Rokat or to fulfill some vows.
In regards to Shills’ view, who stated that the life
sustainability of a traditional society has never
stopped (1981), it can be said that one of the pillars of
the sustainability is traditional performing art of the
society itself. Karawitan with its supporters in
Sumenep is limited only as a traditional performing
art. There is a big possibility that traditional
performing art also occurs in other form of
performing art, that is developed in other regions.
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4

DISCUSSION

Indonesia traditional performing art shows the
dynamic of its development for its supporter’s
interest. The various interests among others can be
performed by a form of performing art called
Karawitan in Kabupaten Sumenep, Madura.
This performing art, with its aspects, has a strong
attractiveness. The attractiveness is organized or
developed by emphasizing the ability to ngèjjhung
and nandhâ’. The ability to perform through
movement and voice from the body, which go hand
in hand with the appearance of costume and
accessories, is maintained by the karawitan
performers. They continue to compete with other
karawitan groups and other form of performing art.
The target of the continuity leads to the continuity to
earn money. The competition does not only occur in
the performing art, but also among its performers.
In one side, some attraction is raised by a
karawitan group to encourage future hosts to hire
them or nangghâ’. On the other side, the attraction is
aimed to invite guests. Two purposes above are
realized by both parties. Alongside the effort to earn
money, the performance is the realization of the
prestige of the performers, the host, and the guests
who are invited to dance in the arena.
Karawitan as a traditional performing art follows
the interest of the society. Various interests can be
accommodated by this performing art. A request to
perform with a purpose that related to some rituals,
has never been refused. A performance for a wedding
ceremony or circumcision, with or without Rokat is
often conducted. The performance is often conducted
as an entertainment as written in the invitation card.
The society also needs Karawitan to support spiritual
value as sung by Hj. Ahwiyani.
The performing art can support three interests of the
people who come to the performance. First, it is a
means of the ceremony for the host or the organizer.
Second, the performing art can become a means of
communication and entertainment. They take the
opportunity to show their skill and ability and also to
entertain themselves. Many guests feel entertained
with the performance. A strong root that performing
art, whatever the form, is a means for various
interests, is maintained and preserved until today.

5

DISCUSSION

Thank you for our fellow sindhèn, galandhâng,and
Karawitan group, especially the woman who accepted
our visit again after more than three years. The same
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gratitude is given to our old friends from Topèng
Dhâlâng group and Mamaca, who was very
cooperative in giving the data. The openness and
togetherness have touched us to continue our
communication. Thank you also to our friends in
Indonesia Institute of The Art and several collages as
partners who has worked so hard to realize Iconarties
as a part of the academic activity tradition.
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Abstract:

The classical dances originated from Pakualaman Palace Yogyakarta were created by combining the elements
of movement, outfit, storyline, and musical accompaniment; each of which is full of meanings. Similar to
those dances, lelangen beksan Banjaransari that was based on Babad Segaluh (Segaluh Chronicle) also has
those meaningful elements. Based on the writer’s observation, most of the society has difficulties in
understanding the meaning lies behind the dance. This research’s findings show that the society does not
readily acquire their knowledge of both music and language. This paper is therefore to address the problem
from both musical and non-musical karawitan.

1

INTRODUCTION

One aspect of karawitan or Javanese traditional music
that is interesting to be discussed is that of related to
its function to accompany other art forms. Supanggah
stated that the existence of karawitan cannot be
restrained as its sole function as musical
accompaniment (2007: 263). In a performance of
tradisional classical dance of Yogyakarta, karawitan
is considered to resemble the soul of the dance,
namely, its expressing strength. The fact also support
such argument as it shows the significance of
karawitan within a classical dance performance.
Every single activity, effort, as well as competence
expressed its players (pengrawit) and its lead vocal
(pesindhen or penggerong) contributes to build the
atmosphere of the performance, to enliven the
dancers or characters’ expressions, to emphasize
every detail in their movement or even a gesture. In
other words, music has a very important function
within a performance. It is similar to what happen in
the performance of lelangen beksan Banjaransari
from Pakualaman palace Yogyakarta, a dance
revealed from Babad Segaluh.
On the other hand, the society has difficulties in
understanding and appreciating the dance though it
has been clearly expressed through its musical
accompaniment. The role and function of karawitan
in a dance performance are more often considered as
a mere illustration. This fact shows an indication that

the problem lies on the society’s lack of knowledge
on karawitan as a dance musical accompaniment
(karawitan tari).
To solve this problem, it can be accomplished by
educating the society. By giving them information
and understanding, the society can be expected to
have adequate understanding of the function and role
of karawitan as a musical accompaniment in a dance
performance.

2

DISCUSSION

As a product of musical creativity, karawitan can be
a single performance, or is called as uyon-uyon
(Atmadja, 2011: 52 -53). Supanggah also argues that
uyon-uyon is an independent musical performance
that cannot be related to other art forms (2007: 109).
Meanwhile, Trustho mentions that karawitan can be
performed as an accompaniment for performances of
dance, wayang kulit (shadow puppet), and ketoprak
(Javanese traditional play). Its accentuated existence
is due to its contribution in filling an empty space
within a performance, for building dramatic
atmosphere, and by giving emphasis on certain
movements (2005: 16).
This paper, therefore, is to address the role of
karawitan as a musical accompaniment of a dance,
that is as a product of musical creativity expressed by
ricikan (musical instrument) of Javanese gamelan and
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vocal lead. Specifically, it is known as ‘karawitan
tari’. Gendhon’s argument as cited by Roestopo
remarks that a dance expression is supported, and
often substituted by its musical accompaniment
(1991: 10). It means that karawitan tari has an
important role – similar to the dance itself.

2.1

composed in gatra forms of 4 beats; so, there are 16
gatras altogether.

Gendhing/Gamelan Piece Form and
Structure

Conventionally, the form of gending is composed and
arranged in symmetrical metrics (Kriswanto, 2008:
91). Every part is written in musical notes of balungan
gending by using numbers or certain symbols. The
names of the gending composition, from the smallest
structure respectively are lancaran, ketawang,
ladrang; while gending or music composition with alit
(small), tengahan (medium), and ageng (large) sizes
yet unstructured are playon, sampak, srepegan,
kemuda, and ayak-ayak.
The lancaran structure can be categorized as the
smallest music composition. Each gongan (a whole
round of gong) consists of of eight sabetans (beats) on
ricikan balungan (e.g. slentem or saron). The
cholotomic of ricikan shows hard – light beats and
pauses between the main rhythms. The arrangement
of every ricikan while being played sounds as a cyclic
meter. The following scheme illustrates the form and
structure of lancaran music composition.

Figure 2: Gendhing Runtut form.

The next part of the composition is ladrang. The
ladrang composition is performed without any vocal,
and consists of 32 beats in a gong cycle.

Figure 3: Ladrang form.

The next gending or composition is in form of
ketawang, entitled Mijil. According to its type, can be
categorized into gending sekar (song composition)
developed from macapat Mijil. One gong cycle
consists of 16 beats, divided into 4 gatras.

Figure 1: Form of lancaran.

Figure 1 shows a musical creativity pattern in
arranging numbers of beatings, gatra (group of four
notes) and improvisation on its cholotomic
instruments (ricikan). Lancaran, thus, becomes the
simplest composition and the basis to develop other
larger compositions by multiplying the numbers of
beatings and prolong the pauses or duration.
Creativities in creating larger composition, therefore,
can be achieved by multiplying the hitting by 64, 128,
256, and 516 beats in each gong cycle.
The composition for accompaniment of lelangen
beksan Banjaransari begins with gending Runtut. It
consists of 64 beats on balungan (scheleton) notation

Figure 4: Ketawang form.

2.2

Cakepan (Lyric) and Arrangement
of Gending Performance

Cakepan or song lyric in a karawitan tari is the second
element after its musical element expressed through
its gamelan. Some information can be gathered by
listening to its lyric. Based on the writer’s
observation, there are several difficulties for the
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society to understand the theme, storyline, as well as
the meaning of a dance through its lyric.
The first problem arises from the absence of time
or opportunity to listen the lyric thouroughly. It
happens because the society is no longer accustomed
to listen and scrutinize the lyric sung by vocal
technique in karawitan tradition. It results from a fact
that female vocalists, especially, use nasalized vocal
technique and produce voice on standard and higher
registers. Secondly, the problem may appear because
listeners do not understand meanings in the language
used in the lyric. Thirdly, there is a tendency to enjoy
the feel of gending or the melody of the instruments
or the vocal instead of paying attention on its lyric.
And finally, it may also be caused by the poor
acoustic quality of the room
The atmosphere of the initial part is built by using
pathetan. It is an instrumentalia played by certain
instruments; rebab, gender, gambang, and suling. The
next part is bawa, or solo vocal sung by a singer or
pesindhen. The lyric note and melody are as follow.
Translation:
Being caught in a war, The Banjaransari
Against Rayungwulan
They had a fight, and used their mighty powers
Until during the fight
A sympathy arose, The Handsome then
Approached the Beautiful Princess
Saying his love, and it was accepted by the Beautiful
Princess
They finally live together
(translated by Raharja)
The bawa vocal part can be considered as a
prologue, and also an abstract of the whole story. The
lyric of the bawa part tells a story of the meeting of
two figures, Raden Banjaransari and Dewi
Rayungwulan. Their meeting created a fight and
dispute. Such information can be obtained from the
first and second lines. The next line (gatra) tells about
the Raden Banjaransari’s compassion when fighting
against Rayungwulan.
The gerongan vocal on the merong part of Runtut
gending is a different type of bawa, both of its form
and performance. The part is sung by all male and
female vocalists in unison. The lyric and its
explanation will be provided below.
Translation:
The beginning was
A long time ago there was an occurrence
During the Mataram time
That of the heir of Maja Agung Noble
When the Handsome prince wandered
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Doing ascetic pray
Gaining life glory
When in disaster
Sent by God
He would suffer
It was told, then,
Upon receiving God’s guide
His path became clear
With the help of a guru
(translated by Raharja)
According to those lines, it can be comprehended that
the part tells about Raden Banjaransari’s life story.
The second part of gending Runtut is called as inggah
accompanied by a choir part. The next part is an
inggah with gerongan lyric and its explanation as
follow.
Translation:
His name is Jatiraga
A clever priest
Who thoroughly explained
That life glory could be found
By defeating the enemy
Lived in a demon kingdom
The devil to the world
It was the Kingdom of Segaluh
The ruler, of course,
Dewi Rayungwulan
Was infuriated
She recklessly seeing
Banjaransari
Interrupted his ascetic pray
Grew into a dispute
Then became a fight
(translated by Raharja)
The lyric on the first ulihan (cycle) reveals the
meeting between Raden Banjaransari and his teacher,
Begawan Jatiraga who was holy and intelligent.
Raden Banjaransari was suggested to fight against his
enemy who came from the Kingdom of Segaluh. It
was a demon kingdom ruled by Dewi Rayungwulan.
The second part tells about Dewi Rayungwulan’s
anger who felt, that her peacefulness was interrupted
by the aura resulted from the ascetic pray of Raden
Banjaransari. Dewi Rayungwulan, then, came to him
and interrupted his ritual process.
Their meeting was, then, followed by a dispute
causing a fight. This part was accompanied by an
instrumentalia in form of ladrang played in soran
(loud piece) as a transition and also for changing the
dynamic. Any information about the storyline,
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nevertheless, is absent because the lacking of vocal
accompanying the music.
The last part of the gending is a ketawang
consisting of 16 sabetans (hittings) in one gong cycle.
The beat is slow and calm. Its lyric consists of two
parts as follow.
Translation:
O dear Princess
A truly beautiful princess
Once you appeared
Your (fighting) mastery amazed me
I wish you were my destiny
Though I have one wish
For you to answer my riddle

and linguistic knowledge to reveal the theme,
meaning, and storyline of a dance.
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Two of them
Were deeply in love
Their love story
Was like that of Kamajaya Ratih (a Javanese
legendary love story)
They built their love relationship
Even soon building a country
A very great country
(Translated by Raharja)
The lines of the first part tell a story about Raden
Banjaransari’s love to Dewi Rayungwulan. He was,
then, eager to propose her as his wife. Dewi
Rayungwulan, nonetheless, would accept his
proposal in one condition, that the Prince or Raden
Banjaransari was able to answer her riddle. The
second part tells about how both of them were in love.
Their romantic relationship eventually developed into
a dream of building a great country.
Based on those explanations, it can be seen that
there are some problems in understanding a dance
through its musical accompaniment. In other words,
the problems appear in appreciating the karawitan of
Yogyakarta classical dance repertoire.

3

CONCLUSIONS

Based on those phenomena, problems, possible
solution, and a number of analysis provided
previously, it can be concluded that problems or
failures in understanding a dance performance
through its musical composition occur due to some
factors. First, related to the complexity of the
materials performed in a dance and its musical
accompaniment, human’s brain has some restraint in
understanding a thing simultaneously. Second, it is
due to the fact that the society lacks of both musical
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Abstract:

The Performance of Pembayun applies collaboration of performatively traditional and modern elements that
form a mise en scène uniquely belongs to the group of Lembaga Teater Perempuan Yogyakarta, Yogyakarta
Woman Theater. Theatrical contemporary performance requires a new form that is not only to revitalize
tradition, but also to be closer and more reflecting to the needs of spectators. Pembayun is reflected as a
multicultural performance from modern culture, the Mini Kata, and Javanese culture, Bedhaya Dance. The
performance, presented at the crossing of ways of the culture and of artistic practices, creates an hybridization
of tradition. There are three idioms from different cultures, i.e. Bedhaya Javanese Dance, the Mini Kata
spontaneous gestures, and the gender ideology. Bedhaya has a pattern as well as choreography standard. Mini
Kata produces an acting system of improvisation. The ideology of gender becomes an instrument for blending
the mise en scène of the Bedhaya and the Mini Kata. The performance of Pembayun is a mixture of work with
a controlled result yet still tied to the source of tradition.

1

INTRODUCTION

Pembayun was performed by the Lembaga Teater
Perempuan Yogyakarta (LTP), Yogyakarta Women
Theater, directed by Yudiaryani. The performance
collaborates the elements of dance and theatre in
order to express new mise en scène that reflects a
gender ideology.
The story of Pembayun is known by the people
around Yogyakarta and Surakarta. Pembayun is a
love story between Mangir and Pembayun. The story,
which has similarities with the well-known Romeo
and Juliet, is staged with the basic ideas of Javanesse
traditional dance namely Bedhaya, and acting from
modern theatre namely Mini Kata, and the women
optional ideas based on gender ideology.
The historical story of Pembayun tells about the
conflict between Panembahan Senopati from
Mataram Palace in Yogyakarta and Ki Ageng Mangir
Wonoboyo from Perdikan Mangir, near Mataram
Palace. The story is reinterpreted by the play writer,
Hirwan Kuardhani, for delivering a gender message.
The idea of mixing performative elements between
Bedhaya and Mini Kata is to give contemporary
context of Pembayun performance. Mise en scène is
a term derived from French that means an

arrangement of scenes on stage by the director
through movements, compositions, and positions of
actors, as well as the arrangement of lights and
settings, the colour and style of wardrobe, and rhythm
variation of music.

2

CONTEXT OF THE STORY OF
PEMBAYUN

The story of Pembayun is an interpretation on the
history of Pembayun, the daughter of Panembahan
Senopati, the ruler of Mataram Palace. Panembahan
Senopati insisted to control Perdikan Mangir that was
known as a prosperous fertile region ruled by a
democratic leader, Adipati Mangir. Pembayun, who
disguised as a ledhek (a street dancer), was
commanded by her father for being a spy. However,
Pembayun and Mangir fell in love. Pembayun then
tried to reconcile her father and her husband, but her
efforts failed. Senopati was still looking for a strategy
to kill Mangir. Since Pembayun disagreed with her
father's plan, she also worked out not to have Mangir
killed by her father. Thanks to the sacrifice of a loyal
young men, Baru Klinthing, who disguised as

292
Yudiaryani and Kuardhani, H.
The Performance of Theatre Mixed Text “Pembayun”: Open Boundary of Mise Ēn Scène and Its Meaning.
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Mangir, Pembayun strategy worked. She then
escaped with Mangir.

3

THEORY OF THE TEXT

Pembayun is not only a historical story, but also that
of a memory of the past. The story translates traces
into facts. In the hands of artists, history is never
innocent, as the meaning that appears will be
contextual facts (Alun Munslow, 1997: 35).
Historical interpretation is also referred as a "work
reference" which gives meaning for human activities
in the past, today, and the future. Creative work
reference of Pembayun lies in three issues; firstly, the
problem of regional power between Mataram and
Perdikan Mangir; secondly, the complicated love
affair between Mangir and Pembayun; and thirdly,
the characteristic problem of optional gender
ideology.
Pembayun
performance
arranges
the
collaboration of various art conventions. Roland
Barthes (1981: 35-36) says that a text redistributes
language. Each text is an inter-text. Other texts are
present in them through various levels with known
forms, such as texts from previously existing cultures
and texts that surround the culture. Therefore, the text
is read and should be read with another text
background. The text which becomes the background
of the creation of a new work is called the hypogram,
and the new text which absorbs and transforms the
hypogram is called the transformation text (Michael
Riffaterre, 1978: 11). Barthes calls the text, as the
theory of network, a mixture.

4

OPENING BOUNDARIES BY
MISE EN SCÈNE

The performance of Pembayun is referred to as an
intercultural performance, because it does not merely
display the source; it also presents the cultural
workings of combining and crossing different forms
of art and culture. Cultural work produces an aesthetic
proximity between the stage and the audience. That
is, the audience is in a position to observe the stage
by following the parallel direction the actor performs,
for example, when the stage deploys an art form from
several cultures, the audience continues along with
the actors' movements, feelings and thoughts. As the
actors mix the sources, the audience can still
recognize the basic elements of the performance.

4.1

Bedhaya Dance Movement

Bedhaya dance movement in the performance of
Pembayun refers to the concept of Javanesse Bedhaya
dance. Bedhaya dance is a classical Javanese dance
that cannot be separated from the palace of
Yogyakarta considering its origin and development.
Soedarsono (1998: 2), a Javanese dance expertise ,
said that as a form of classical dance, Bedhaya has
come to a high aesthetic crystallization, which
already has a standard pattern and choreography.
Bedhaya dance movement has a sacred ritual function
and reflects the level of regularity, harmony, subtlety,
and high self-control.

Figure 1: Bedhaya Like Dancing, inspired by the real
Bedhaya Dance.

In Pembayun performance, Bedhaya dance
movements have become a basic concept for the
director to arrange the elements of performance on
stage. Therefore, a sacred feeling emerged in
accompanying some events, such as the birth of
Pembayun, symbollic movements of Senopati's
romance with Ratu Kidul, also the murder of Baru
Klinthing figure disguised as Mangir, and the sadness
of Pembayun when leaving her father behind to be
with her husband, Mangir:

Figure 2: Figure 1: Bedhaya Like Dancing, inspired by the
real Bedhaya Dance.
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4.2

Mini Kata Improvisation
Movements

Mini Kata comes initially from Rendra's training
process along with the Bengkel Theater in 1967. Mini
Kata presents improvisation of movements through
attractive and symbolic movement called Gerak
Indah (Yudiaryani, 2015:229). The improvisation and
symbolic movement is mentioned a movement
without structure. The source of movements derives
from the actors' spontaneity to respond to external
stimuli and actions. The attractive and symbolic
movement use minimal words. Words are replaced
through gestures to express imaginations.
This form of movements and word is better
understood and felt intuitively. Thus, the
communication with the audience becomes freer and
more spontaneous (Goenawan Mohamad, 2000: 5152). The mixture between Bedhaya dance movement
and Mini Kata attractive symbolic gestures encourage
instinctive movements that transform dialogues into
aesthetic movements.

man's purpose to carry out life, then the
implementation of ideology in art requires the art to
do certain politics. Therefore, it is necessary to
observe how the relationship between Pembayun
performance and politics is. On the contrary, it is also
needed to study how the politics of putting Pembayun
performance in real life.

Figure 4: The Power of Gender as a reflection of a
democratic power of Perdikan Mangir

Figure 3: New Composition based on an improvitation
movement

4.3

Gender Ideology as “an optional
idea”

If an ideology makes the art as a collection of
ideas with a system that provides the direction and
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The connection of Pembayun performance with
the state politics is the reference to the relationship
between the leader and his people. Perdikan Mangir
is a symbol of a democratic government. It is
portrayed by the style of Mangir who is close to the
people. His power is run to improve people's welfare.
Mataram wants to take over Mangir region.
Pembayun conveys a message that a leader's powers
are only in favor of the interests of his people.
Pembayun prefers to follow her husband rather than
to stay with her father at the palace. As a female
figure, Pembayun chooses what she considers to
represent the truth; that is, to be with his husband and
his people.
Janet Wolff (1981: 142) said that art is a product
of society. The statement explains that art should be
viewed as the situation and the production of society,
not as a manifestation of an artist's genius. The
audience plays an active role in the final completion
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of the artwork. Pembayun performance is a collective
work formed by those from different academic
backgrounds, i.e. lecturers, students and artists who
are mostly women. The performance is presented for
the benefit of Yogyakarta Women Theatre group; i.e,
artistically seeking the possibility of female theater
production form, and ideologically, conveying
messages about women's empowerment in society.
Pembayun is thus controlled and related to the
tendency of the material and the values and
background of its formation, the women.
Referring to the opinion of Sue-Ellen Case (1988,
114), female poetry (language) is constructed within
the framework of a large stream of ideas of feminism
which can be used philosophically, practically, and
critically. Pembayun can use feminist social critics to
design artistic goals and practices. Female poetry
combines the two as a way of enforcing women's
strengths in the arts area. These efforts have
succeeded in establishing women's presence,
understanding their "voice" through the way the
audience accepts the psychological factors and
thinking patterns of female artists, and the natural
intercultural work of women, women's intellectuals,
and women's social activists.
Pembayun performance shifts the political impact
on arts, that is to turn criticism to aesthetics
politically. Nearly 80% of the roles are given to
female players. Composition and picture poses of
actress highlight female toughness. This can be seen
in the actings of Pembayun, Adisara, Nyai Sepuh,
Inten Prawestri and Sekar Dadu. The character of
Nyai Sepuh takes the role of a decision maker,
strategy maker, and risk taker. Artistic arrangements,
such as costume and light arrangement, as well as
setting arrangements are no longer designed to show
women as objects of male taste.
Women are the subject of dramatic events.
Gender-based theater performances form the
foundation of creating a "language" of women. Thus,
Pembayun is used by the director and the actors to
show their side to the question of women's "political
position." For that reason, the new position of the
female body on stage and the way it is portrayed
through the mutual recitation of the two are
rediscovered on stage.

5

concept theatre whch creates new mise en scène, the
performance becomes freer and has a richness of
imagination, so that the movement is able to have
both aesthetic and political meanings. Pembayun
performance conveys messages through a gender
ideology, the ideology of emancipation and
resistance. By renewing the performance convention,
Pembayun performance has been an effort to create a
contextual, fresh, and inspiring art for its audience.

REFERENCES
Barthes, Roland. 1981. “Theory of the Text”, dalam
Unitying the Text. A Post Structuralist Reader, ed.
Robert Young, London and New York: Routledge &
Kegan Paul.
Case Sue-Ellen. 1988. “Towards a New Poetics”, dalam
Feminism and Theatre, London: The Macmillan press,
Ltd.
Mohamad, Goenawan. 1980. Seks, Sastra, Kita, Jakarta:
Sinar Harapan.
Munslow, Alun. 1997. Deconstructing history, London and
New York: Routledge.
Soedarsono, R.M. 1998. Seni Pertunjukan Indonesia di Era
Globalisasi, Yogyakarta: Gadjah Mada University
Press.
Yudiaryani. 2015. WS Rendra dan Teater Mini Kata,
Yogyakarta: Galang Pustaka dan Institut Seni Indonesia
Yogyakarta.

CONCLUSIONS

Pembayun performance is a form of the meeting of
cultural ritualization that comes from the Javanese
culture with the moves of Bedhaya and modern
culture in Mini Kata movements. Through the mixed-
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Abstract:

The main issues in this journal are focused on how such work of art ultimately has a factor of memorability.
Fire extinguisher are displayed in punny ways reflected similar with various tubes (simile). These visual puns
actually raises a variety of narratives. Fire extinguishers have been punned with diving cylinder, helium tanks
with hot air balloons, and others. This style of display has read the process of creativity starting from how to
equate the shape of the tube and the next stage appears a visual narrative that has a correlation with the function
of other tubes which are no longer as fire extinguisher. From all the puns of the fire extinguisher to various
tubes, it raises the level of distinction in which illustrations are most memorable. This research is using the
Roland Barthes’ semiotic method. Data analysis shows that the most memorable illustration is the illustration
that humorous or punny. The punny level is influenced by the unusualness of the story and the depiction of
character expressions. In addition, the personal pragmatic experience of each person also evokes a memorable
past. This study contributes the finding of a correlation between visual forms with pun. If the illustration only
has a narrative that is limited to being informative and not using much puns, it does not have much effect on
fame. Playability factor is the finding in this study. Playability will feel more exciting when illustrated wordy
puns as well, comical, whimsy, and unusualness of the story.

1

INTRODUCTION

Airports in each country other than functioned as the
access in and out of each individual traveling using
air transportation modes, are often used as icons of
that country. Each country competes to make various
improvements both in terms of design, facilities, and
or facilities and infrastructure at the airport. Its main
function as check in place, boarding and landed.
There are supportive facilities, for passengers as well
as for the families (café, book store, department store,
among others). In addition, the airport is also a transit
place for many people from various parts of the
world. The airport is known as one of the places
where the memory is formed and then attached.
The airport atmosphere confirms what identity is
being pinned on someone. So that the airport becomes
a place for someone to actualize himself or a place to
interact. It needs a constructive atmosphere and
comfortable nuance.

Figure 1. Illustration of a couple who will become separated
at the airport. Source: http://bit.ly/2QXCaE4

Thus interior design is one of the supporting
factors of an airport that has the power to create space
experiences, and later forming a memorable memory.
The well-arranged visual ornaments greatly help the
process of forming a memorable memory. The place
association and event or experience will
automatically be formed with the aid of eye-catching
signifier and signified. Beside of that, an airport has
several standards of eligibility that must be met. One
of them, the placement of Fire Extinguishers at
certain points.
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The placement of these Fire Extinguishers must
be at a clear visibility and an easily accessible points.
So far there has been no innovation in the installment
of Fire Extinguishers in public spaces so that they are
far from being tedious and scary. Until Angkasa Pura
2 combines mural artwork with punny visual themes
as a visualization of Fire Extinguishers that are
unique and carry such high attractiveness.
Issues we examine are: 1). How visual structure
carried its identity as a signifier, 2). How Visual Pun
Creates Meaning, and 3).How to make it memorable.

2

THEORETICAL BASIS

Visual Pun is the use of usually funny words by
shifting meaning in such a way as to suggest two or
more meanings or meanings of other words that are
similar in form and word or sound. Henri Bergson
defines pun as a word, sentence or utterance where
the same sentence appears to offer two independent
meanings, but it is only a form; in reality there are two
different sentences consisting of different words, but
claiming to be one and the same because both have
the same voice. (Augarde, 2003)
Considering the definitions mentioned above and
the study of empirical matter, we can come to the
conclusion that pun is a figure of speech consisting of
deliberate confusion of words or phrases that are
similar to a rhetorical effect, whether in the form of
funny or serious.
Pun, recognized as a rhetorical device and
communicative strategy, is widely used both in
literature and in everyday life and gradually receives
attention from a more scientific side. As a figure of
speech, puns have been widely used in
advertisements, jokes, puzzles, literary works and the
like, to make language come alive and impress and
produce funny, and or sarcastic effects.
Pun as a linguistic phenomenon has increasingly
attracted the interest of researchers over the past few
decades. Review and analysis of various conference
books, articles, and materials devoted to this subject.
It should also be noted that almost all the works
mentioned above relate to the sentence form of words
that are expressed verbally. Thus, puns are very
dominant in their character so people tend to forget
that they may be visual (pictorial) as well and
therefore make more attraction through the eyes than
the ears.
In addition, Salvatore Attardo (2005) believes that
puns can be considered a form of verbal humor. He
talks about Pepicello and Weisberg's linguistic theory

of humor and believes the only form of linguistic
humor is limited to puns. This is not entirely
appropriate given that the idea of words is limited to
special languages, because the visual representation
of an image can create ambiguity which is considered
a central figure in creating word play. The conclusion
characteristic of “pun” are: figuratively, wordplay,
ambiguity or intentional confusion, puzzles, as if to
be serious, or as if it would be funny or humorous.
The only difference that lies between verbal and
visual utterances is that visual playability plays a dual
meaning that is possible in certain types of images.
Verbal punctuation is a pun of various possible
meanings of words or phrases. While visual puns are
triggered by uniqueness in verbal form. In visual
language, this is often done to replace one image with
another, or one symbol for another - not only for
humor purposes, but also for increasing meaning. In
simple terms it can be concluded that puns are "wordy
plays" while visual puns are “image plays." Visual
Pun is an Imaging with funny meaning, both
intentional and/or not
From the perspective of advertising design, the
application of visual games in advertisements
resembles the use of keys. Advertisers who use puns
combine images and "lock" some product
information into advertisements, and then let
consumers find the key to unlock information.
Although this method is creative, it does not present
product characteristics that encourage high
rationality. Beside of that, high advertising
skepticism is characterized by the effect of cynicism.
Therefore, advertisements that contain visual puns for
products that lead to high rationalities are not trusted
by people with high skepticism about an ad. The role
of advertising for products that encourages low
involvement-rationality is to help consumers
compare various products but does not influence
consumers' decisions to buy products (Vaughn,
1986).
Consumers feel happy when they see
advertisements that contain puns and process related
information. As a result, consumers have a positive
attitude towards products that are advertised in such a
way (Mulken et al, 2005). In this study, it can be
concluded that people with low advertising
skepticism usually do not reject messages; therefore,
consumers with low advertising skepticism find the
creative use of humorous visual puns, thus it can be
concluded that this approach is effective in providing
such peripheral instructions to consumers, thus
encouraging the formation of positive acceptance of
messages. The experimental results also show that for
people with low advertising skepticism, visual
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wordplay in advertising for products that causes high
involvement-rationality
is
very
persuasive
(Hempelmann & Samson, 2007); this is still
considered significant even though the average
difference between the two types of products is small.
Literature states that consumer cognitive and
advertising exposure can moderate the attitude
responses of ad viewers. This can be proven by
research that viewers' understanding of advertising
gradually rises to touch a certain level of exposure.
Beyond the level of exposure, the effects that were
generated on the advertising audience and attitude
brand began to decline. According to Krugman
(1972), exposure to the first advertisement leads to
curiosity, ambiguity and lack of recognition about
advertising, called the "what is" stage. At the third
advertisement exposure, the ad that was watched at
the same time was evaluated. According to Cacioppo
and Petty (1979), the relationship between
advertisement viewers and brand attitude increasing
significantly when ads are viewed three times will
greatly benefit the next exposure.
The next theory that can be applied in this
discussion is the semiotic theory of Roland Barthes.
Roland Barthes states that semiology is the goal of
taking various sign systems such as substance and
boundaries, images, various kinds of movements,
various sounds of music, and various objects, which
are integrated in a significant system. Roland Barthes
is the successor to Saussure's thinking. Saussure was
interested in the complex way of forming sentences
and the way in which sentences determine meaning,
but was less interested in the fact that the same
sentence could convey different meanings to people
with different situations. In the Saussure analysis,
which is used quite often by Barthes; the difference
between the signifier and the signified is very
important. The signifier is a picture used to state
something else, while what is signified is what stands
for (a real thing or, in a more perfect sense; a sensible
impression). Which is indicated sometimes has
existence outside of language and social construction,
but the signifier does not. Furthermore, the
relationship between the two ultimately changes.
There are many different ways that certain signs can
be expressed in language, or different objects divided.
None of these methods is ultimately superior to the
others.

3

METHODOLOGY

The research method used in this journal is Signifier
and Signified from Roland Barthes. Communication
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systems for delivering messages are called myths, so
myths are not "objects", "concepts", or "ideas", but
modes of signifier, a "form" (Barthes, 1983: 109).
Myth is not defined by the material object of the
message, but by the way in which the object conveys
the message. Myths can be derived from writing
modes (written discourse, written coverage, books,
etc.) or pictorial representation modes (photos, films,
sports, or performances).
To be able to read a myth, we do not have to
bother to dissect the "signifier" relations and
"signified" at the linguistic level / denotative sign
(first sign), but enough to know the meaning of
denotative signs in general, because from this sign the
myth will be discussed. Denotative signs only
become signifier - "meaning" and "form" - which are
associated with signified / concepts in the level of
myth. As a total of linguistic signs, "meaning-myth"
has its own value; it relates to historical experience
and assumes certain types of knowledge and
comparative levels of facts.

4
4.1

DISCUSSION
Visual Form Similarity Analysis

In the discussion of analysis of Visual Form
Similarities, structurally the appearance of Fire
Extinguisher has a similar visual form to other
objects. When referring to Figure 2, it can be seen that
the Fire Extinguisher is hanging on a white wall
decorated with pictures of people who are taking
photographs. So far, what is commonly used as an
object of selfie is of course interesting and valuable
objects, for example: good food, expensive items that
have just been purchased, traveling to a place, etc. It's
rare for us to selfie with safety apparatus such as Fire
Extinguisher because we don't consider them to be
objects of interest. The cartoon image of a woman on
the wall with her hand placed right on the lever of a
Fire Extinguisher while taking pictures with her
friends indicates that the Fire Extinguisher can also
be an interesting, artistic, instagrammable object, and
plays an important role in safety. The target audience
becomes aware of the existence of Fire Extinguisher
which so far have only been considered as
complementary safety standards in the building.
In visualizing the Fire Extinguisher design in
Figure 3, it can be seen that the Fire Extinguisher is
punned into an astronaut oxygen tube. The image of
an astronaut as a scientist who is not only a genius but
also brave, relies heavily on the advanced equipment
attached to him. The equipment on the back of the
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astronaut supports his life and activities while in
space. The visualization of the Fire Extinguisher
which is punned into an oxygen tube indicates that the
Fire Extinguisher is a vital apparatus for astronauts. If
an astronaut just depends on a Fire Extinguisher in its
activities in space, then we also should not ignore the
existence and function of the Fire Extinguisher in the
building.
In Figure 4, the visualization of the Fire
Extinguisher is punned as well as being a gas balloon
cylinder. Balloon sellers in peddling their wares
depend on the supply of helium gas to fill the balloon.
Although the balloon seller might be able to fill the
balloon with a blow of air from the mouth, but it is
not effective and efficient. Filling air from the mouth
cannot caused the balloon to fly. In addition, blowing
air will certainly drain the balloon seller's energy.
Therefore, the helium gas cylinder is very helpful for
the balloon seller's business. The analogy with the
Fire Extinguisher is that if a fire occurs then the
manual method will not be effective and efficient to
extinguish the fire. Then the Fire Extinguishers
function is very vital in overcoming fire problems.
Table 1. Comparison of interest of 30 respondents to the
attraction of narrative visualization.
Fire
Extinguisher 1
Visualization
Selfie with Fire
Extinguisher

7

4.2

Fire
Extinguisher 2
Visualization
Astronaut
Oxygen
Cylinder

15

Fire
Extinguisher 3
Visualization
Balloon
seller’s
Helium
Cylinder

8

Narrative Analysis

In the discussion of narrative analysis, each Fire
Extinguisher visualization tells the narrative relating
to everyday life. In Figure 2, selfie visualization with
Fire Extinguisher builds a narrative in which the Fire
Extinguisher becomes a selfie-able and Instagramable object. The Fire Extinguisher is considered as a
"contemporary" object so that it attracts people to take
selfies and upload them to social media. Fire
Extinguisher are visualized in such a way as to
encourage the interaction of the target audience to
interpret the Fire Extinguisher. Murals in the form of
pictures of photographers stimulate the target
audience to do the same. If in our daily lives we often
take pictures and upload photos to Instagram about
interesting objects, now the target audience is also
taking pictures with Fire Extinguishers.
The visualization of the Fire which became the
oxygen tube of astronauts in figure 3 builds a

narrative of how vital and important the Fire
Extinguisher is for the life and safety of the human
soul. Fire Extinguisher are considered a sophisticated
tool that supports human life at critical times. In this
mural astronauts are facing a problem where he is
being attacked by aliens. The Fire Extinguisher keeps
the astronauts alive to stay alive and survive in critical
conditions. Visualization of Fire Extinguisher
stimulates the target audience to interpret them as
vital equipment in the face of fire. The Fire
Extinguisher is no longer underestimated, because its
function is very important during fire emergency.
In the figure 4, the visualization of the Fire
Extinguisher which is a Helium balloon seller
cylinder. The narrative that wants to be appointed is
the Fire Extinguisher to be the best solution in dealing
with critical situations. The balloon seller might be
able to inflate the balloon without a tool or through
the air, but obviously it will not be efficient. Using a
helium cylinder makes the balloon expand faster.
This visualization stimulates the meaning of the target
audience to understand the effectiveness and
efficiency of using Fire Extinguisher in fire
situations. If there is a small fire inside the building it
might be possible to use a manual method to
extinguish it, but it is not as effective and efficient as
using a Fire Extinguisher.

4.3

Humor Analysis

In the discussion on Humor Analysis, the appearance
of Fire Extinguisher that usually look tedious, serious,
and signal danger, are now visualized by a more
humanistic, humorous appearance. When referring to
Figure 2, where the Fire Extinguisher is visualized as
a selfie object, it makes it a tool that is no longer
related to terrible or dangerous situations, but rather
as a unique and dominant object to take pictures.
Figure 3, the Fire Extinguisher is visualized as an
astronaut oxygen cylinder. Figure 4, the Fire
Extinguisher is visualized as a helium cylinder
balloon seller. Of the three examples of visualization,
the Fire Extinguisher is seen as a humanist object with
the impression of being friendly with everyday
human life. Fire Extinguishers become tools or
objects that are close to the lives of the target
audience.
Every day thousands of people come to the airport.
Both those who travel using airplanes, those who
work there, to those who come to take or pick up
relatives and or family. The airport is one of the
busiest places in an area with a very high
concentration point.
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Figure 2. Fire Extinguisher visualization that is punned into
a selfi-able and Instagram-able object Source:
http://bit.ly/2QYJMpV

For those who live far away from relatives and /
or family, the airport can be a place that can awake
the feelings of sadness. Because this is where they
separated from their loved ones. The visual puns of
Fire Extinguishers at Soekarno-Hatta Terminal 3 is
able to present a cheerful, pleasant and entertaining
atmosphere. The visual puns of the Fire Extinguisher
was originally intended for children but ultimately
attracted the attention of the adult community as well.
The slick impression is displayed through mural
artwork with the theme of the meaning of the Fire
Extinguishers themselves. The general impression
that often appears in the display of Fire Extinguishers
in general is that they are serious, rigid and tend to be
tedious.
Indeed, the placement of Fire Extinguisher is
intentionally installed at a certain points to meet the
standards of building security requirements in the
event of a minor incident such as a small fire
emergency. In order not to seem tedious and rigid,
Fire Extinguishers at Soekarno-Hatta Terminal 3
were combined with the elements of art. There has
never been a display of Fire Extinguishers that were
as attractive as those at Soekarno-Hatta Terminal 3,
causing enthusiasm for the public. Even considered to
be the one of the most instagrammable spots. The old
impression of the airport that is gloomy now
becoming obscured by the existence of this unique
display system. Associations of places and events that
arise are positive and pleasant impressions.

Figure 3. The Visualization of Fire Extinguisher was
punned into an astronaut oxygen cylinder Source:
http://bit.ly/2QQ2xvA

The camouflage of the Fire Extinguishers are
combined with this mural art did not rule out the main
function of the display of the Fire Extinguishers. Even
with this unique collaboration, visitors become more
aware of the existence of the Fire Extinguishers. The
eye-catching design is sure to attract attention, not
even a few visitors are then interested in taking photos
with the background of these Fire Extinguishers. If
usually the Fire Extinguishers are ignored wherever
they are. This did not happen at Soekarno-Hatta's
Ultimate Terminal 3. Visual pun style display is a
special attraction for airport visitors. Which then
creates a beautiful memory that is attached to visitors.
Another effect that arises from the display of APAR
tubes in the style of visual slides is none other than
the increasing image exposure of an international
standard airport which is one of Indonesia's iconic
pride. Visual pun initiated by: 1). illustrative imagery;
2). Ambiguity and humor; 3). Creates interactive
response.

Figure 4. Visual playability principle. Initiated by: 1).
Illustrative imagery; 2). Ambiguity and humor; creates 3).
Interactive response.
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5

CONCLUSIONS

The use of visual puns on the Fire Extinguishers
display at Soekarno-Hatta Terminal 3 proved
effective. Which in the beginning was intended to
attract the interest of young children, in fact, adults
also like. The uniqueness and novelty of ideas is one
of the aspect that makes this work of art can be
categorized as a successful work of art. Artwork
which was then used as a communication medium
that had the effect of building memory that was fixed
in the mind.
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Figure 5. The Fire Extinguisher visualization was set into a
balloon helium gas cylinder Source: http://bit.ly/
2QUXB8D

Memory arises due to the association of places
and memorable events. The visual display of the Fire
Extinguisher is seen as beautiful, unique and
instagrammable. The last category, instagrammable,
is a category that is almost mandatory in today's
public space. The association of places and events is
assisted by the presence of artsy and photogenic
angles. Fire Extinguisher whose existence is often
overlooked because its function should only be used
in emergency situations, is now more prominent and
interesting to see, as well as easily accessible during
fire emergency.
The indicators of Visual Playability success are:
1). Narratives strength that has been built; 2). The
strength of the correlation of human figure characters
with the similarity of Fire Extinguishers; 3). Strength
to build fantasy; 4). Responded to whether or not by
the public so they’re willing to take selfies in front of
the illustration.
The success of the visual display of Fire
Extinguishers at Soekarno-Hatta Terminal 3 is
feasible as an example for other airports in the whole
archipelago. Maybe not using the same idea as the
existing visual puns. But it can be with other shifting
meanings that are also unique and interesting..

301

Community Empowerment through Educational Media for Early
Learners in Ex-red Light District
Putri Dwitasari, Nurina Orta Darmawati, Senja Aprela Agustin,
Rabendra Yudistira Alamin, Didit Prasetyo
Department of Visual Communication Design, Institut Teknologi Surabaya 10 Nopember, Surabaya, Jawa Timur, Indonesia
{dwitasariputri, nurinaorta, diditdkv}@gmail.com, senja@kotasis.com, rabendrayudistira@yahoo.com

Keywords:

Community empowerment, interactive learning media, Kapuas alternative schools.

Abstract:

The Kapuas School (Sekolah Kapuas) in Putat Jaya, Surabaya, has a strong potential to develop and provide
alternative education for needy people in ex-red light district formerly known bas Dolly. With the number of
60 students, the facilities owned are unable to serve their learning needs. In addition, students find it difficult
to understand the lessons taught in the classroom, due to the methods and media used in the learning process
that still using conventional and makeshift systems. Even though this school is for economically poor children,
the education quality should be as close as formal school in general, namely the equality of basic learning
media. Community empowerment in Dolly, trough the education for children, must be done. The use of
conventional media such as book is still a favorite of teachers as a means of delivering material, but can cause
those students feel unmotivated to learn. Therefore, the need for an interactive learning media that can
stimulate students to learn and can be effective for many audiences is risen. In education, the use of interactive
learning media has been widely used. Hopefully that this media will be able to meet the needs of the Kapuas
school, improving the quality of teaching and learning process, and learning outcomes in general.

1

INTRODUCTION

The Kapuas alternative school is a free school for
underprivileged children in Putat Jaya village, Dolly.
The school founded by Khoiriyah, a local resident
from Dolly neighbour who saw that many kids in her
area who do not get the opportunity to go to school.
She then make her residence a place to replace school.
With various efforts this school began with
independent costs in 2004, until now it has 100
students aged 5 to 12 years. The education provided
is reading, writing, arithmetic, Islamic religious
education such as reciting (TPQ), and creative
education for students. The Kapuas School currently
has six teachers, and is managed based on financial
assistance from donors. In 2016 the school received
assistance for building small library and minor
building refinement, where the school has a school
building with 3 floors. Every year the number of
school dropouts in the Putat Jaya area is increasing,
but due to the limitations, students are given training
in science with makeshift learning media according to
their contributions.

Kapuas schools need social design to bridge the
learning facilities that they have obtained with the
increasing number of students. This effectiveness is
needed to help their learning. Social design is a design
approach for the benefit of the society, not the interest
of creating something new, but rather to improve
things that are urgent and necessary, or improve the
existing systems. Social design is essentially a way to
improve people's welfare through design outcomes.
The use of media has an important role in the
learning process in this alternative school, because
learning media can act as a tool that helps convey
messages to students more effective. Learning media
itself is a resource that students can take great
advantages of. In general, learning media has a
purpose to clarify the delivery of messages so that
they are not always verbal and able to overcome the
limitations of space, time, and sense power, just as
objects that are too large can be substituted with
images or models, expanded ideas can be accessed
easily in representative images. This can be applied to
educational-based interactive learning media
(edutoys). Edu-toys are educational toys for
children's development, so children can learn while
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playing. Edu-toys actually a fun but effective way of
learning especially for children.

2

METHODS AND LITERATURE
STUDY

2.1




Figure 1: Condition of the Kapuas alternative school in
Putat Jaya Village









2.2


Figure 2: The atmosphere of the Kapuas alternative school
in Putat Jaya Village

The Kapuas school rely on books from the library
as it main learning tool. With the number of students
reaching 100 pupils today, the facility is unable to
meet student’s learning needs. In addition, students
have difficulty learning in class, due to the methods
and media used in the learning process using
conventional and temporary systems. From the above
considerations, this research plan to create certain
learning media that can accommodate a large number
of students, interactive yet more easily understood for
children. There are going to be two medias designed
to suit their curriculums.
Based on the background described above, the
main problem formulated in this study, is how to
design learning media for Kapuas schools as
disadvantaged schools in the region affected by the
selection of Dolly localization?.
Be advised that papers in a technically unsuitable
form will be returned for retyping. After returned the
manuscript must be appropriately modified.









2.3

Strategy
Data collection and preliminary studies
(Condition of the Kapuas alternative school).
Analysis of other existing non-profit schools.
Strategic observation and interviews with
shareholders, such as in-depth interviews with
alternative schools.
Library studies that study with learning media
specifically for interactive learning media
Media design methods and processes
Content
Design concepts and design alternatives
Initial design and analysis
Design implementation
Prototype
Prototype evaluation

Activity Plan
Collecting data about the alternative schools of
Kapuas, Putat Jaya Village
Interviews
with
speakers,
students,
surrounding communities, Putat Jaya Village
as protectors
Comparative study of other alternative school
learning media
Mapping potential and design concepts.
Data analysis
Start planning, designing, developing designs
and implementing the required media.
Design implementation
Evaluation
Conclusion

Learning Media

Learning media is a tool that is used by teachers so
that learning activities take place effectively.
Sadiman (2012) Media is anything that can be used to
channel messages from senders to recipients so that
they can stimulate students' thoughts, feelings,
concerns and interests and concerns in such a way that
the learning process takes place. According to Briggs
(in Sadiman 2012) argues that media are all physical
tools that can present messages and stimulate students
to learn. Based on some of the opinions of the experts
above, the researchers concluded that learning media
is a tool used by teachers to support the success of the
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learning process and stimulate students to be
passionate about learning.

2.4

Types of Learning Media

Media includes all learning resources needed by
students to increase student activity in the learning
process. Learning media have many types, which can
be used according to the needs of the teacher and are
needed when learning activities take place. Rudi &
Breatz (in Trianto 2010: 201) classifies media into
seven components of the media, namely: a) audio
visual motion media, b) silent audio visual media, c)
semi-motion audio media, d) visual motion media, e)
visual media silent, f) audio media, and g) print
media.
Based on the opinions of the experts above, the
researchers concluded that the types of media that can
be applied in learning in the classroom are very
diverse. The teacher can use the media according to
his needs. In this case the researcher uses visual
media that is devoted to graphic media in the
cooperative model of thinking think pair share.
Because graphic media are considered able to activate
student learning activities in thematic learning

2.5

Eksisting

(a)

(b)

(c)

Figure 3: Studi Eksisting (a) Marbel Flashcard, (b)
Watermelon Math Center, (c) Pizza Preschool Counting
Activity

The following are products that support numbers
recognition and counting activities for children,
which consist of Marbel Flashcard, Pizza Preschool
Counting Activity, and Watermelon Math Center.
Marbel Flashcard is one of the developers of
interactive media for children in Indonesia, one of
which is the flashcard media. Like a flashcard in
general, Marbel Flashcard displays the numbers and
the supporting images behind them. Visuals on the
card are presented in cartoon form with colorfull
color tones made with vector techniques. Marbel
Flashcard is mass produced by printing.
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While the other two are more directed at
handmade and the presentation is made simpler. In
Pizza Preschool Counting Activity and Watermelon
Math Center, the interactive impression is more
pronounced. Children as users can carry out motor
and cognitive activities when matching objects with
other objects.

3
3.1

DISCUSSION
Design Concept Media Calculates
the Panka

Based on the results of interviews, literature studies,
and previous media studies, the learning media made
by designers as a form of designer responsibility is in
the form of educational games (edutoys) by raising
basic numerical material for paud children. Edutoys
counting is not only a media that can help paud
educators in delivering numeric material to children,
but also creates interaction between educators and
their students. In addition, sticking activities are one
form of children's motor activities that can be added
to the edutoys.
Communication objectives.
 creating board games: edutoys for pre-school
children using materials and techniques that are
more concise and easy to use.
 creating edutoys board for paud children
involving their cognitive and motoric sensors.
 providing educational calculating material for
paud students through board games: edutoys,
so learning becomes fun.
 growing interaction between teaching staff and
paud students.
Verbal Strategy
The language used in supporting this media is by
using informal language, because the intended target
is that children will more easily absorb information
by using non-formal language to be relaxed and
friendly.
Visual Strategy Color
Mood that wants to be aimed at this game media,
leads to colorful colors and nuances in order to
increase children's power. Because colorful
combination colors are very related to children
games. The combination of elements is supported by
graphic elements of objects depicted by vector
techniques.

Community Empowerment through Educational Media for Early Learners in Ex-red Light District

Figure 6 : Magnet design

Figure 4 : Creative Color Scheme: Colorfull

Visual Strategy Typesetting
Fonts that are suitable for children's
characteristics are fonts that have a form of
handwriting. This type of font has the impression of
being flexible, dynamic, fun, and funny. The font
category used is fancy cartoon. The typeface used is
Chubby Gothic (for titles and taglines) and FolkHeavy (for numbers).
Magnetic Board for Learning Numbers

Material and Media:
1. The Leaderboard uses rectangular formations
horizontally. The board is made of yellow board,
which is coated with bontax stickers that contain
visual figures. Behind the layer there is a magnetic
plate as a magnetic base, where the Circle Magnetic
Stickers are attached
2. Magnetic Stickers Circles made from efafoam
(ati foam) are cut in a circle and above them are
bontax stickers containing different amounts of
objects. Behind the efafoam, a magnet is attached.
Game Technique
Learners count the number of objects on a Circle
Magnetic Sticker. Students attach it to the board on
the side that shows the number that is equal to the
number of objects on the Circle Magnetic Sticker.
Mascot Design
A game media needs a mascot so the game looks
more interactive. Dogs are chosen as mascots because
dogs are one of the animals that are good at counting.

Figure 7 : maskot edutoys: PANKA – Si Papan Angka
Figure 5 : edutoys: PANKA – Si Papan Angka
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Desain Logo

Visual Concept

Figure 8: Edutoys logo : PANKA – Si Papan Angka.

3.2

Design Concept Interactive Book
“ALKISAH”

Figure 9: keyword

Based on the results of interviews with stakeholder,
children in Kapuas schools need religious education
media that can help educators to deliver religiousthemed to students with content that is in accordance
with the target so as to create interaction between
educators and their students through the concept of
interactive. This illustrated book was made to
increase children's interest in the Kapuas school to
learn more about religion, especially the story of the
Prophet.
Visual strategy
These stories show the greatness of Allah SWT. The
page will be made with layers of flip-flop systems
with square specifications with a size of 21 cm x 21
cm. Visuals from books use pastel colors and
formations which are partially implemented from the
moodboard that has been compiled.
Story Development Story criteria:
1. Stories contain elements in the verses of the
Al-Qur’an
2. Stories contain elements that can educate and
motivate children
3. The story does not contain violence
Prophet Sulaiman and Bird Hud-Hud written in
Surat An-Naml (20-44). In the Letter it is told about
Prophet Solomon with all the might and advantages
given by Allah SWT. Prophet Solomon was a great
king, now the kingdom is located in the land of
Palestine. Until now, Israeli Jews are still searching
for where the palace (Solomon Temple) is located,
and they believe that the palace is located on the land
where the Al-Aqsa Mosque is now. This is the reason
why the Jews wanted to tear down the Al-Aqsa
Mosque and reconstruct the site of Solomon's palace.
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Figure 10 : Color and environtment

Figure 11: Illustration

Name Once taken from the Arabic base "AlQishah" which means "story". The design concept for
the logo Once it was made with Arabic nuances with
Hijaiyah letter elements through the letters while still
having the theme of children

Figure 12 : Logo design “Al-Kisah”
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Trianto. 2010. Mengembangkan Model Pembelajaran
Tematik. Jakarta: PT Prestasi Pustaka
https://id.pinterest.com/pin/681028774878196271/?lp=tre
https://www.childcareland.com/home/watermelon-mathcenter.

Figure 13 : Cover design

4

CONCLUSIONS

The Kapuas School has limited learning media
facilities. With the number of students reaching 100
students, these facilities are unable to serve the most
learning needs of students. In addition, students find
it difficult to understand learning in the classroom,
due to the methods and media used in the learning
process using conventional and temporary systems.
Through interactive learning media based on
educational games (edutoys) about the introduction of
numbers and counting and memorizing Hijaiyah
readings and the story of the Prophet, it is expected to
help resolve problems in the Kapuas school. Edutoys
are educational toys for children's development, so
children can learn while playing. Some edutoys are
designed in such a way to provide pleasure for the
children, while accommodate the development and
overcoming the child’s passivity because this
medium allow children to interact directly.
Furthermore, the use of this media as a new learning
approach media in the Kapuas school will enhance
the credibility of the Kapuas school as one of the
alternative school for underprivileged children in exred light district area, because all children have equal
right to education in order to improve the quality of
their future.
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Abstract:

The aim of my research is to explore and describe the iconography of the Chinese – Javanese shadow puppet
(Wacinwa) collection of the Sonobudoyo State Museum of Yogyakarta (SSMY). To explore the iconography
of the collection means at the same time to identify the shadow puppet characters. The shadow puppet set of
the museum was made in 1925 and have been popular between 1925 and 1967 mainly among the Peranakan
Chinese communities in Indonesia. Later on, for more than forty years, until 2014 this puppet was not
performed largely because of political reasons. Since 2014, this puppet, a unique tradition of art, has been
performed again several times. Although the quality and the condition of this puppet collection are
considerably good, a detailed iconographical study and especially, a complete catalogue of it, is still missing.
According to the research I can differentiate the following eight groups in the Wacinwa Collection of SSMY:
1. priests and monks; 2. emperors or kings; 3. aristocrats and noblemen; 4. generals and commanders; 5.
soldiers; 6. vendors and sellers; 7. children; 8. weapons (accessories). However in my present research my
aim is to describe and identify the characters of the Wacinwa collectionof the SMY, Indonesia one by one. In
the early stage, I attempted to identify the wacinwa by comparing it with the image on Sie Jin Kui’s comic.
In fact, this way turned to be unsuccessful. An image existing in the comics is excessively unclear. Then I
compared it with the Chinese shadow puppet (pi ying xi) and the Javanese shadow puppet. By looking at its
iconography, wacinwa is closer to Pi ying xi.

1

INTRODUCTION

The main problem regarding the identification of the
characters is that we do not know about any existing
parallel wayang sets. The Wacinwa set of puppets
were made to perform the Sie Jin Kui (Xi Rengui)
epic, written during the Tang dynasty, but the
iconography of the characters are clearly following
the art of the Ming dynasty (Prasetya, 2014, Prasetya,
at al, 2015).

Figure 2. Javanese shadow puppet
Figure 1: Pi ying xi (left), Wacinwa (right)

The first time identifying the Chinese-Javanese
shadow puppet (wacinwa), I initially thought that this
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puppet is a two-dimensional shape from three
dimentional other Chinese puppet called potehi
(Prasetya, 2014). This assumption turns out to be
false somehow. The wacinwa is more likely
influenced by Pi ying xi (figure 1) and Javanese
shadow puppet (figure 2)
The closeness between pi ying xi and Wacinwa
can be viewed from the puppet accessories and
equipments, for example, a palanquin (figure 2) and
a house (figure 3).

Figure 5: Changeable puppet’s head.
Wacinwa

Pi ying xi

The head without accessories

Figure 3: Palanquin Wacinwa (left) pi ying xi (right).

house (Wacinwa)

house (Pi ying xi)

Figure 6: Head without accessories.

Figure 4: House - Wacinwa (left) pi ying xi (right).

2

THE ICONOGRAPHY OF HEAD

The heads of both Wacinwa and Pi ying xi are a very
important part. The head of the puppet's character are
changeable (Figure 5). The State Museum of
Yogyakarta’s (SMY) collection of wacinwa has 159
heads and 165 intact puppets consisting of human
figures (along with the head and the body), weapons,
flora, and fauna. As evidently observed, the head can
be grouped into several categories, namely (1) the
head without accessories; (2) the head with the bun
hairdo; (3) the head with fewer accessories; (4) the
head of a woman; (5) the head of a royal low-level
worker wearing a hat; (6) the head with a simple
fastening strap; (7) the head with a simple hat; (8) the
head with flower accessories; (9) the head wearing a
magnificent hat with red flower accessories; (10) the
head wearing a hat like the Roman army; (11) the
head wearing a hat with long feather accssories; (12)
the head wearing a crown.

The head without accessories is used to describe
ordinary people, such as farmers or labourers’.

The head with the bun hairdo
The head with the bun hairdo is used to describe
the figures who are rather high-class, for example,
traders or farmers (Figure 7).

Figure 7: The head with the bun hairdo
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The head with fewer accessories
The head with fewer accessories is used to describe
figures of clergies or the royal workers.

Figure 10: The female head of pi ying xi.

The head of a low-level royal worker
Figure 8: The head with fewer accessories.

The head of female

The head as shown in figure 11 describes low-level
royal workers who push the carts or low-ranking
soldiers.

The female head is classified into four types, that
is, a head without accessories and with fewer
accessories. The female head without accessories
means an ordinary person. The head using accessories
are used to describe women in a particular class, for
example, the army, the civil servants, and so forth.
This puppet head is almost the same with the female
head of pi ying xi (Figure 9)

Figure 11: The head of a low-level royal worker

The head with a simple fastening strap

Figure 9: Female head and wacinwa puppet

Figure 12: Head and puppet with a simple strap of acinwa
(left and center), pi ying xi (right).
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The head with a simple hat

The head of the roman army
This model of head as shown in the figure 16
describes the secondary rank army. Such a model of
head is not found in the pi ying xi.

Figure 13: The head of the figures of traders or farmers

The head with flower accessories

Figure 16: The Roman soldier-like head.

The head wearing a hat with long feather
accessories
The head wearing a hat with long feather is also
found in the pi ying xi puppet (Figure 17). The head
accessories as such are only worn by the top leaders
in the war.

Figure 14: The head of a secondary rank soldier figure

The head wearing a magnificent hat with
red flower accessories

Figure 17: The head and the puppet of wacinwa’s general
(left and center) and pi ying xi (right).

Figure 15: The head and the puppet of wacinwa’s secondary
rank soldiers (left and center), pi ying xi (right).
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The crown head

Figure 20: Wacinwa’s mouth (left) and pi ying xi (right).

2.2. The Shape of Nose

Figure 18: The head and Wacinwa’s puppet (left and
center) and pi ying xi (right).

Wacinwa’s nose shape is similar to the shape of pi
ying xi’s nose. If compared to the Javanese puppet, is
shows a big difference. As has been observed, there
are only two kinds of noses, that is, the long nose and
the common human’s nose.

Three parts of the head were observed, namely the
shape of the eyes, the mouth, and the the nose.

2.1. The Shape of Mouth
Wacinwa’s mouth shape resembles a human’s
mouth. This shape resembles the shape of pi ying xi.
If compared to the Javanese puppet, it is different
considerably. The Javanese puppet has many
different forms (Figure 19).

Figure 21: The shape of Wacinwa’s nose

Figure 22: The shape of pi ying xi’s nose

2.3. The Shape of Eye

Figure 19: Some forms of eyes, noses, and mouths of
Javanese puppets.

Wacinwa puppet’s mouth is similar to a human's
mouth.
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Wacinwa puppet’s eyes shape is similar to pi ying
xi’s, but the eyes of pi ying xi have their own
meanings. They take three forms namely long, narrow
eyes (a) that tilt up at the outside corner are used for
good character; crafty or wicked characters have
triangular eyes (b); and round eyes are used for brave,
hardly warriors (c) (Jilin, 1998: 15).
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Indonesia
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Wacinwa Silang Budaya Cina Jawa. Yogyakarta:
Museum Negeri Sonobudoyo.
Figure 23: Pi ying xi’s eyes

Similar to pi ying xi’s eyes, wacinwa also has three
types of eyes (Figure 24).

Figure 24: Wacinwa puppet’s eyes

3

CONCLUSIONS

The form of wacinwa puppet is simpler than that of pi
ying xi and Javanese puppet. The form of wacinwa is
a blend of pi ying xi and Javanese puppet. The
characters in pi ying xi resemble the characters in
wacinwa. Therefore, iconography of pi ying xi can be
used to help identify wacinwa
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Abstract:

This paper seeks to present various matters relating to the traditional performing arts of pure shadow puppets.
The focus of the discussion is the preservation, development and utilization of puppet performance in the
millennium era. There is no doubt that the existence of puppet art belonging to the theater of art has been
around since the 9th century in Indonesia. The triumph of wayang as a traditional art initially appeared in the
palace environment, especially Yogyakarta and Surakarta. Then it flourished outside the palace and became
a popular art in rural communities. Until finally the formal education of art emerged by the state such as the
conservatory (SMKI) at the upper secondary level, and higher education in art in Indonesia. The presence of
art education institutions formally encouraged puppet shows to develop in accordance with the performance
of puppet artists. The era of the most dominant new order regime utilizes puppets as a means of introducing
development programs that are carried out by the government, so that new forms of wayang and new puppet
plays are born. Apparently the utilization was expanding not only in the wayang art circle but also in the
infotainment world, advertising, spatial decoration and so on. Even puppets are sometimes used as political
means in the framework of legislative campaigns in the areas of live and developing puppet arts.

1

INTRODUTION

Based on the main theme of this paper, it is actually a
work that is not light for the owner of the wayang
culture, how not, when the inheritance that belongs to
a community group or even a person suddenly sticks
out in an extraordinary domain or even global
territory, then the happens is a feeling of pride,
happiness, and worry. Proud because the national
culture inherited from the ancestors received
tremendous attention from all over the world, happily
the universe of puppets became rapidly developing,
and at the same time worried because there must be
an effort to maintain the existence of the quality of
puppet culture with various problems. This step is
very important so that the puppet culture still exists in
the world.
Here are two interesting things within the
boundaries of the desired theme relating to the focus
of writing, namely about the protection of puppets
and the content of their values from a legal and
physical perspective.
Starting from the two problems, it will be known
that the purpose is more oriented to the existence of
puppet culture in the present. The description is as
follows.

2
2.1

MASTER PUPPET
Legality

The existence of puppets in Indonesia has been
proven by the long history of wayang in Indonesia,
since the 9th century until the millennium has never
been lost from the country of Indonesia, especially
Java. The participation and support of all puppet
culture fans, puppet organizations, institutions, and
the government has made wayang able to live and
survive to this day. Various activities related to
puppet activities carried out by puppet organizations
in Indonesia that had existed, at least since 1969-1970
was marked by the establishment of community
organizations that deal with puppets namely Ganasidi
before finally becoming Pepadi, then followed by
Senawangi in 1974. Reach National performance and
presence exist in every province in Indonesia. Such
strong support from the Indonesian people, the
government and professional puppet organizations, is
the main capital for the existence of wayang in terms
of conservation, development and utilization.
Senawangi and Pepadi as puppet organizations
continue to work hard tirelessly and selflessly
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strengthen their performance so that finally puppets
gained world recognition through the UNESCO
world organization on November 7, 2007, namely
wayang as a Masterpiece of Oral and Intangible
Heritage of Humanity, thus the legality of puppets
this is no doubt. In order to strengthen cooperation at
the Asian level, the APA stands for Asian Puppetry
Association based in the Philippines, while for the
world level UNIMA stands for Union Internationale
de la Marionette, which is located in Paris, France.
These world puppet organizations have cooperation
and coordination in the activities of the puppet
universe.

2.2

Research and Education

Senawangi pioneered research and research
collaboration with universities such as Gadjah Mada
University, ISI Yogyakarta, Surakarta, and others, all
of which were carried out to develop puppets through
scientific channels, for example in 2000 together with
the Faculty of Philosophy, Gadjah Mada University
conducted puppet research from point of view
philosophy, which just happened there was an
archipelago philosophy development program. One
important result is the opening of a program of puppet
philosophy courses at S1, S2 and S3 levels. Followed
also with the publishing of puppet philosophy books.
Even through education programs carried out by
the government, they cannot be underestimated,
namely by establishing school institutions to open
puppetry and puppetry education programs from the
middle school level such as the ISMS in Yogyakarta,
Surakarta, Surabaya, Banyumas, and so on, to get to
higher education levels for example at ISI Surakarta,
Yogyakarta, Denpasar, and ISBI. Not to forget the
community of puppet fans were interested in doing
puppetry and puppet activities, for example by setting
up puppetry studios, from cities and rural areas.
Such is the glimpse of the existence of the puppet
and of puppeteer universe in Indonesia. As a cultural
asset, it has become one of the national identities and
with the recognition of Indonesian wayang as a world
heritage by the UNESCO culture this puppet is no
longer solely Indonesian, but belongs to the world.
That is why it is a shared obligation of the government
and the people of Indonesia to preserve and develop
the wayang culture now and in the future.

2.3

Physical

Puppet culture can take a role in the formation of
human character because of one of its functions and
uses for character education. Wayang performances
always present a comprehensive range of characters
about humans in a comprehensive manner, so as to

provide life vocabulary. The aesthetic concept that
developed in the universe of wayang is known as the
aesthetic concept of spectacle, order, and guidance, as
follows.

2.3.1 Spectacle Concept in Puppets
The spectacle viewed etymologically comes from
Sanskrit from the tonic root meaning to see. Then
formed by the principle of confirming the Javanese
language by means of complete reduplication from
tons to watching, which means that it is still the same,
namely seeing, then given affixes in the form of
suffixes, which is difference, so that the word
spectacle means something that can be seen.
When humans do seeing activities, many things
can be perceived through the sense of sight. Of course
certain objects that are caught by eye sight are also
diverse, some are good and some are bad, some make
admiration, on the contrary there are dull, disgusting,
and so on. The word spectacle above means
something that does provide inner experience and
aesthetic experience of the quality of objects attached
to the object. It has been proven for centuries that
puppets convey packed moral values in amazing of
performing arts, with all the facilities and equipment
becoming increasingly complete and increasing in
quality to reach the form of puppet performance until
now. Zoetmulder (1983) describes how great the
literary work of Kakawin Arjunawiwaha by Mpu
Kanwa in the era of King Airlangga has called
wayang performances, namely in the XI century in
one of the 59th stanza, it was mentioned that there
was a spectacle of wayang as follows.
Hanonton ringgit manangis asekel muda hidepan
huwuswruh towin jan walulang inukir molah
mangucap hatur ring wang tresneng wisaya malah
tan wihikana tatwan jan maya sahan-kahaning
bahwa siluman.

“People see puppets crying sadly, even though
they know that what they see is only animal skins
are carved and moved and speak, people are exposed
to magiceven forget that it's all just a mere illusion, so
that the items are invisible and pseudo”
Based on the verse above, it appears that the age
of the puppet performance has been so long, at least
since the XI century AD. The media or tools used are
animal skins, usually buffalo or cow skins which are
carved or gazed then disungging (given color), and
finally given stalks or stick arm control rods and
hoods. The contents of the wayang story are able to
evoke the pleasure and happiness of the audience, so
that it is very possible the function of the puppet show
has put forward aesthetic values (Soetarno, 2005).
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There are two important things in the main sense
of this spectacle term, first is the spectacle in the form
of physical, namely various aesthetic means of
shadow puppets that can be seen with the eye.
Consisting of gamelan music instruments, stage
setting of wayang puppets, puppeteers, keprak,
swarawati or pesinden female singer, wiraswara or
penggerong ‘male singer’ and gamelan players. The
second is in the form of non-physical, namely various
elements of beauty, most of which can only be heard
in the form of descriptions carried out by the
puppeteers, such as wayang dialogues, sulukan
dalang ‘singing by dalang’, gending ‘arracement
music gamelan’ accompaniment of puppets, and story
of puppet play. The two important things are detailed
as follows.

2.3.2 Gamelan
Gamelan is a set of percussion instruments called
gamelan consisting of tones or slendro and pelog
tunes. Among other things, gender, gender penerus
successor, slenthem, gambang, rebab, kendang stem,
kendand ketipung, kendang batangan drum, siter,
flute, saron, demung, peking, bonang barung, bonang
penerus or successor, kenong, kempyang, gong, gong
siyem, kempul, and kecer.

2.3.3 Puppet Stage of Wayang
Puppet stage of wayang, which is in the form of a
puppet that is stuck on a 'banana tree' gedebok which
is arranged in such a way from several banana stems
approximately 7-8 meters long and spread out on the
center or screen, on the right and left of the screen.
The puppets are removed from the box then stored
'plugged in a row' to form a stage of puppet.
The development that take place, the embodiment
of the puppet stage layout has changed towards the
modern, so that it seems glamorous, luxurious,
sparkly. The number of gamelan instruments is
increasing, the female singers are sparkling and
beautiful, the big screen with golden prada puppets,
coupled with extraordinary lighting, and so on.
Furthermore, along with the demands and
development of the era, puppet art experienced
changes and developments in terms of forms,
performances of techniques, and other supports.
Therefore, from the word spectacle, it evolved to
mean spectacle, to be entertainment orientation in the
1990-2000 era, and even almost 3 decades, this
element of entertainment became very dominant. The
influence of the era and advances in technology play
an important role in the change of puppet art towards
mere entertainment.
Soetarno (2004) said that the performance of
puppets in the era of the 2000s had led to the
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dominance of entertainment, almost most of the
puppeteers today are more inclined to the tastes of
society, namely emphasizing the elements of gobyok,
dan rame ‘crowded boisterous’, humor, pornography,
choice of popular songs, acrobatic sabet ‘puppet
moving’, etc. (Soetarno, 2004). As a result, there was
an unhealthy competition looking for new
breakthroughs to be able to exist in the community,
without considering the aesthetic elements of ethical
values in puppet art.
Many factors influence the journey of wayang art
since ancient times to its present form. If reviewed
backward, puppet shows contain an understanding as
a tontontan ‘spectacle’ that displays the essence of
moral values in depth that can be used as a guide to
life. Another term commonly known is puppet ethics,
so it is not strange that in the universe puppet
philosophy is found mainly is Javanese philosophy.
Therefore performance of wayang
tontontan
understanding is more precisely directed at the
essence of moral values, and puppets are able to
maintain their existence throughout the long ages to
its very vital function, namely puppets are able to
provide references and life guidelines for the
community in the form of moral values presented in
the art work called adi luhung ‘high value’. Puppets
which are full of moral values are understood by the
supporting community in their efforts to develop
personalities, establish relationships with others, their
relationship with nature and the environment, and
more importantly the relationship with the Creator to
lead to the ultimate beauty in the form of perfection
of life ( Ciptoprawiro, 2000). Achieving the level of
perfection of life in the wayang philosophy is
commonly referred to as manunggaling-Gusti ‘the
joint God and human’, which he calls a means of
combining the poet with his work (Zoetmulder,
1991). Referring to this statement, for mastermind
artists who still attach importance to spirituality and
morality, performance of puppet art is the essence of
the silulungan ‘the way joint with God’ of perfection
towards eternal oneness.

2.4

The Concept of Order or Ethic in
Puppet Performances

The existence of works of art basically does not have
rules that are universal in nature, which means that
their irregularities are universal because the rules are
given by nature in such a way to geniuses as Kant said
(Sumaryono, 1999), that pure art is the art of genius,
so thus its existence cannot be explained by the
scientific method. For example, in karawitan
‘gamelan music’ the term gembyang and gembyung
are found which logically clearly show the inequality
in playing certain ricikan ‘one of the name music
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gamelan’ or gamelan music songs, but in terms of
aesthetic taste is more appropriate and tastes musical
and harmonious. From that understanding arises from
the view that art including puppets with all its aspects
is the power to be able to carry out certain actions
guided by special knowledge carried out with
adequate mastery of skills so as to be able to produce
something on the basis of aesthetic principles in their
fields (Bagus, 2002). The beauty of the order is
actually formed on the basis of the interplay between
the environment and humans in it, thus giving bring
up to experience. The point is the experience of art or
obtain aesthetic experience. When that experience
reaches the level of form whose existence without
being forced is actually the essence of that beauty.
The process of interaction forms a balance and order,
then naturally aesthetic quality will emerge, which is
when the relations of the elements become organized.
Therefor that experience is basically a concrete form
of beauty or art in its early development.
The success of works of art is able to record the
events of natural exploration, universal exploration,
reading experience of other works, improvisation,
and the audience or audience (Teeuw, 1984). The
experience was expressed in works of art, so by itself
gave birth to pleasure and happiness for humans. The
concept of order in the puppet is the world of
expression of truth that is subject to cosmic law, so as
to be able to set boundaries for own experience,
purpose, and will. Niels Mulder (2001) calls it a unity
of existence in wayang at the same time all is an
unavoidable progress for humans without exception.
This is a whole that must be organized and
coordinated. Puppet is no longer an art form that
presents the order of the results of pouring aesthetic
experiences by humans in this matter are artists, but it
is like wewayangane ngaurip ‘ is seen as a shadow of
human life’ (EWI Team, 1999A). Based on the
description above, it appears that the order intended
is orderliness and maintenance of order in puppet art,
not limited to the physical form of structuring
physically but also includes the depth of the content
and meaning of the aesthetic order in the puppets.

2.5

The Concept of Order in Puppet
Performances

The existence of senior works on the rules does not
have universal rules, the definition of universal rules
of conflict given by nature to the forms for the
geniuses that Kant conveyed (Sumaryono, 1999),
how his seniors are senior geniuses, so that however,
not can be accepted by the scientific method. For
example, in karawitan, the term gembyang and
gembyung was found which clearly explained the
inequality in playing certain ricikan gamelan music,

but in terms of aesthetic taste more appropriate and
comfortable musical and harmonious taste. That
understanding emerged One view of seniors
including puppets with all aspects of power to be able
to help certain actions guided by special knowledge
carried out with mastery of skills that are qualified to
produce knowledge about the legal fields (Bagus,
2002). The beauty of the order is really formed from
the basis of interconnectedness between the
environment and humans in it, resulting in
experience. The point is continuous experience or
acquired aesthetic experience. When that experience
reaches the level of the form it takes without being
forced is actually the essence of that beauty. The
process of interaction forms balance and order, so that
naturally aesthetic qualities will emerge, namely the
compilation of relations that cannot be regulated.
Therefor the experience is basically a concrete form
of beauty or art in the early development.
The success of works of art is able to record the
events of natural exploration, universal exploration,
reading experience of other works, improvisation,
and the audience or audience (Teeuw, 1984). The
experience was expressed in works of art, so by itself
gave birth to pleasure and happiness for humans. The
concept of order in the puppet is the world of
expression of truth that is subject to cosmic law, so as
to be able to set boundaries for own experience,
purpose, and will. Niels Mulder (2001) calls it a unity
of existence in wayang at the same time all is an
unavoidable progress for humans without exception.
This is a whole that must be organized and
coordinated. Puppet is no longer an art form that
presents the order of the results of pouring aesthetic
experiences by humans in this matter are artists, but it
is like wewayangan is seen as a shadow of human life
(EWI Team, 1999A). Based on the description above,
it appears that the order intended is orderliness and
maintenance of order in puppet art, not limited to the
physical form of structuring physically but also
includes the depth of the content and meaning of the
aesthetic order in the puppets.
As an illustration of various matters related to
physical forms, for example the arrangement of a set
of puppet gamelan, the composition is arranged in
such a way that one instrument with the other can be
harmonized to produce maximum sound and maintain
harmonious harmony. For example, the sound
arrangement of tabuh siji instruments such as saron,
demung, peking, kenong, kempul, gong, and kendang,
is placed not far apart, the reason for some types of
instruments is to produce loud sounds, so that the
rampak ‘compatible’ that music must be grouped
according to their character. Especially in the
arrangement of gamelan puppet accompaniment, if
this is not done it will cause noise in the presentation
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of the gending, sometimes it is difficult to regulate the
gamelan rhythm stability. The players of gamelan
musicians taking into account the organology of the
instrument and the composition of such instruments,
the gamelan players must be in cross-legged sitting
positions, as well as the puppeteers, also have to sit
cross-legged, this is the essence of the rules or rules
that apply in puppet or puppetry. For the audience, in
the old days they sat relaxed, so that they could freely
see and listen to the stories performed by the dalang
‘puppiteer’. Especially if the performance was held in
the palace, surely similar things would still happen,
especially those that happened in the palace. The
order found in the universe of puppets like that is
often referred to by the public as a pakem ‘standard’,
even though now in terms of the real meaning has
undergone a shift.
The order in the concept of puppet thinking is an
ethical dimension as a reflection of the pattern of
behavior for citizens in living together, thus creating
a society that is harmonious, peaceful, prosperous and
happy. Umar Kayam (2001) calls it a residual culture
that is oriented towards court culture. Also expressly
stated in the Pedalangan Ngayogyakarta book
Volume I, this ethical dimension is included in the
manners section which consists of tatakrama Jawi
‘Javanese manners’, and tatakrama basa ‘language
manners’ (Mudjanattistomo, et al. 1977). For
supporters of Javanese culture, the space is not neutral
and homogeneous. People must be present, behave,
speak words in different spaces and times according
to social status even hierarchically as an attitude of
narima ing pandum ‘think what is their destiny’. This
means that people must know their place of fate and
be thankful to God, there is a satisfaction in fulfilling
their fate in the realization that everything has been
outlined for themselves (Mulder, 1984). The Javanese
Tatakrama ‘politeness’ is known to consist of three
very important ones, which are referred to as unggahungguh ‘politeness’, empan-papan ‘look at the
situation and place’, and angon tinon ‘look at the
time’ Unggah-ungguh is often followed by the term
udanegara ‘to known of rules’, concerning behavior
and speech of the language used in dealing with
others, in greeting and behaving to others in order to
maintain mutual respect in Javanese kurmatkinurmatan ‘respect each other’ and mad-sinamadan
‘taking care of other’ and tolerance in the relations of
fellow human beings. The board is a behavior that is
adapted to a place that has a social structure, for
example being in a palace or at the house of the
courtiers who have differences in carrying
themselves. Including for example how to walk, sit,
and use language. Angon tinon involves behavior that
is adjusted to the circumstances around it. In
connection with the language manners in the universe
the wayang is described as follows.
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The concept of order in the performance of puppet
shows can be seen from the use of puppetry or puppet
language. Language is a basic means for conveying
self-expression, both through narration and dialogue
between puppet characters. The delivery of this
language is done in the form of prose, for example,
descriptions of scenes, characters, atmosphere and so
on, besides that it is also done in the form of poetry,
for example puppet songs, sulukan, sindenan, and
gerongan. In terms of
from its linguistic
characteristics, the language used is New Javanese,
which is sometimes added by Old Javanese or even
Sanskrit (Kasidi, 2009).
To give an overview of the concept of wayang
structure in the use of the New Javanese language, it
is necessary to explain about the problems related to
the variety of puppet languages that have unda-usuk,
or levels of language. These two things are varied by
puppeteers in wayang performances. For example,
the use of krama and ngoko languages which in fact
have relations with the disclosure of descriptions,
dialogues, and actions is always adjusted to the high
and low tone of the gamelan music instruments and
puppet characters. Also found is the form of
bagongan ‘special palace language’ language, which
is a special language used for certain characters. For
example, manira and special pekenira Prabu
Duryudana and Patih Sengkuni, ulun ‘first person
pronouns’ and kita ‘second person pronoun’ are for
deities. The presence of the New Javanese language
is basically a variation of language based on usage on
the basis of topics that are the focus of conversation,
conversation relationships, interlocutors, and the
medium of conversation (Kridalaksana, 1993).
There are two kinds of languages found in
wayang performances, namely official or formal
languages and a variety of informal or informal
languages. The variety of formal languages is used in
a dialogue between respected puppet figures and
lower-ranking puppet figures or younger puppet
figures, such as scenes in the palace. The variety of
informal languages is a language that is used as an
dialogue between puppets that is equal, for example
the language used among the soldiers. Informal
variety can also be called a casual variety, this is
found in the wayang performance, the atmosphere of
the scene is really relaxed, for example in the scene
of limbukan or because of it.
The emergence of unda-usuk or the level of
language is influenced by an attitude of the user of the
language to express respect to the interlocutor
through language, in addition to behavior and action
(Poewadarminto, 1953). For example, the form of
manners was elaborated again into young krama,
kramantara, and wredha krama. Then ngoko is
divided into ngoko lugu, antya basa, and basa antya,
besides that, it can still be found in bentuk madya ‘the
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middle form’ which also consists of madya krama,
kramantara, and madya ngoko. The social status of
language users, especially in spoken language, is the
main characteristic for understanding the concept of
ethics or order. Puppet language expresses many
words of character which in the linguistic field of Java
are referred to as Rinengga bases or beautified
languages.

2.6

The Concept of Guidance in Puppet
Performances

Kraton as the center of Javanese culture, including of
wayang art or puppetry art, has a very large role in the
development of puppet arts in Indonesia. Kraton is
brought towards traditional authority which is
referred to as cultural residual (Umar Kayam, 2001),
so that the spiritual discourse in the palace and its
environment becomes integrated in performances and
the development of wayang culture. For example, it
appears in the description of the events of janturan,
kandha lan carita, even in dialogue between puppet
characters. Therefore, the reflection of the palace
always appears in wayang performances, so that
wayang gets the title as one of adi luhung ‘the great
forms of art’.
The concept of guidance in the wayang kulit
purwa has a very broad meaning, but the basic
understanding of the description above, the actual
word contains moral values in the puppet. The
concepts of wayang moral values are often included
in the language of figures that are deliberately not
prescribed and used guidelines in the way of life by
supporters of wayang culture as well as Javanese
culture are Javanese (Soetarno, 2004). Wayang
culture has a multi-complex nature that depicts ethical
and moral values and reflects life's teachings, the
origin of the purpose of life, the relationship between
humans and humans, the relationship between
humans and the universe and things related to humans
with the Creator. However, not all moralists, its
meaning will not be found to answer, example about
black and white as good and bad in the human life.
Puppets provide offer choices for all their
problem solving. Franz Magnis Susena (1991) gave
his comment, that puppets discuss life problems
related to humans, life's difficulties, and ambiguities
burdened by humans. Lots of complete concepts of
moral values are displayed in the form of
performances with the presentation of puppet plays
and contents of Javanese philosophy and contents.
Look like example the value of Godhead in the play
Dewa Ruci, Arjunawiwaha, Kunjarakarna, and so on.
National values, for example in the plays Bhisma
Mahawira ‘Heroism of Bhisma’ and Kumbakarno.
These two different figures have opinions about the

defense of their homeland. The value of justice is seen
in the play Suyudana Banda ‘Shackles of Suyudana’.
In the play there are scenes of Puntadewa having to
choose for justice, they chose Sadewa who must be
turned on first from the other brothers. The value of
truth is revealed in the play of Wibisana Tundhung
‘Expulsion of Wibisana’, for the sake of the value of
truth and conscience one must leave the brothers to
join people who uphold the virtues of being
connected. The value of loyalty appears in the plays
of Sinta Obong Fire of Sinta’, Palguna-Palgunadi,
and so on.
Thus many concepts of value and varied ethical
values are conveyed in the universe of wayang
without having to change and eliminate the spirit of
the puppet as an art of show. However, it also does
not rule out the possibility that in the current era,
puppet performances have shifted towards mere
entertainment interests, making it less proportional
between spectacle, order and guidance. Starting from
the explanation above, it can be said that the
performance of the wayang shadow puppets as one of
the media to translate new ideas, in addition the artists
concerned must continue to search and innovate
without sacrificing moral values as well as an
aesthetic activity arena.
Wayang performances are performances that do
not only show stories or plays in conflict and problem
solving, but in them there are distinctive structures
that become the foundation of the dynamics in the
performance. First, puppet shows consist of three
"phases", called pathet, namely pathet nem, pathet
sanga, and pathet manyura. This sequence is not an
arbitrary sequence, but represents the standard
sequence or phase of puppet performances, which
must be adhered to and adhered to both in the
performance of all-night puppets, as well as in solid
puppet shows for example. Second, in pathet-pathet
as mentioned above, there are special scenes, which
also applied in a structure. Starting from the scene of
the scene, gapuran ‘ king is beck to palace’ paseban
jawi ‘ moving of soldiers army’ and so on until the
step on the gunungan as a sign of the end of the
puppet play. Based on the description of the structure
of the puppet performance, it can be emphasized that
the sequence of scenes in the puppet performance is
not compiled for the sake of mere aesthetic interests,
but implies the existence of a standard structure
which is also an important clue, namely that in the
puppet performance there is a view of the aesthetics
dynamics.
The dynamics of reality as illustrated in wayang
performances can be observed from the function of
kothak as the place of origin and the return of all
puppets. Kothak wayang in the puppetry world is
interpreted as a symbol of the earth or land, so that
when the puppets are no longer laid out, they must go
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back into kothak. This context is the same as the
definition of "bali Marang asal mulanira" or "return
to the beginning". This implies an understanding of
the dynamics of reality, that basically humans come
from the ground, and later they will return to earth to
become land. The view of the beginning of reality in
wayang performances, that everything starts from
kothak and will return to kothak again, becomes an
important starting point in discussing the dynamics of
reality. A view of the dynamics of life, namely that
everything starts from "nothing", then "exists", and
finally returns to "nothing". It has been studied in the
metaphysics section, a view like this is one of the
characteristics of the view of the dynamics of cyclical
reality, namely the view of history that begins at one
point, and will return to the same point. The context
of performances such as this shows that the starting
and ending points are "none" symbolized in the form
of "kothak", ie when all the puppets played are stored
back in the box. The dynamics of this cyclical reality,
in Javanese society, are known as "hanyakra
manggilingan", which is spinning like a wheel.
The golden age of the rise of culture and literature
in Java can be felt in the decade of 1847 which is also
called the romantic period of Javanese culture
(Pigeaud, 1967: 135). Among others, it was marked
by the massive translation of Old Sanskrit and
Javanese literary works, such as Kakawin Arjuna
Wiwaha into Serat Wiwaha Jarwa Kakawin
Bharatayuda
becoming
Serat
Baratayuda
Yasadipuran, Kakawin Ramayana being Serat Rama
Yasadipuran and other ancient texts (Poerbatjaraka,
1958), which most of the works later became babon
‘base of’ the wayang stories to the present era. This
means that from this statement there is an
understanding that modernization, which is marked
by the existence of real changes, coincides with the
tastes and demands of the era. The foundation of this
thought also implies that in the work of art, especially
puppetry has never been separated from what people
call modern puppets. Modern is understood as a
human attitude in thinking and how to act in
accordance with the demands of the times. The
historical background that has been described is very
clear that the puppet has never been separated from
the flow of changes and demands of the era, so that
the puppet is never outdated and has proven to be able
to go through a long history of history for centuries.
The long journey of wayang and puppetry naturally
experiences ups and downs, a shift in values,
functions, meanings, and even physical form
significantly changes, and cannot be avoided as one
of the characteristics of a dynamic human culture. At
the moment the wayang performances that are known
to the public are following trends such as puppet
performances of certain mastermind styles, of which
note is a modern puppeteer, so it is natural and
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reasonable, so that the element of fulfilling the senses
of vision reaches satisfaction. On the contrary it may
be dry in terms of ethical moralistic proportions.

3

CONCLUSIONS

After the presentation of the shadow puppet
performance concepts related to the capabilities of
puppet art exist in the modern and global era, some
conclusions may be given that might be the basis for
the development of puppet art and analytical thinking
for the sake of enlightenment of all parties.
Spectacle, order, and guidance are relational
concepts in wayang performances that cannot be
eliminated from one another. There should be no
dominance of one of the important elements of the
puppet performance, its existence must be
proportional. Although the reality that occurs in the
field sometimes differs ideally from a quality puppet
performance.
The aesthetic relationship in puppet shows plays
an important role that must be mastered in full by the
mastermind. Aesthetic relations are not only limited
to the concept of beauty but also a reflection of the
ethical dimension that reflects the values and nobility
of human mind.
The existence of wayang in the present era,
although there are some opinions that puppets will
become extinct, it turns out to be untrue, historically
wayang has always lived and developed following the
movements of the current breath and it has been
proven, there is no need to worry about puppets in the
millennium modern and global.
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Abstract:

Main character Change analysis research through Mise-en-Scene in the Film "Maleficent" aims to describe
how the main character, the Mise-en-scene aspect affects the most changes experienced by the character The
film. The research uses the Harymawan theory of the three-dimensional figure, Brodwell and Thompson, and
the theory of character change by Lajos Egri to analyze the data in more detail. The research method used is
the analysis of qualitative descriptive data with a focus on changes in the main character. Judging from the
mise-en-scene aspect, if mise-en-scene is able to prove the character changes that occur to the main character
or not at all. The data retrieval techniques used are observations or observations directly on the film as key
research materials. The conclusion of the research showed that the main character had a three-time change in
the characters from the character, the protagonist, the antagonist then returned to the protagonist. The miseen-scene aspect of Maleficent shows and supports a valid character change in the main characters. The process
of causing Maleficent changes that are supported with the aspect of Mise-en-Scene makes the main character
Maleficent to be a more unique character and magnetize.

1

INTRODUCTION

The film world progressively grew rapidly and was a
big impact that resulted in the competing movie
industries. One of the world's most competent film
industries is Walt Disney Picture, a successful film
producer and a global success in the film industry
since 1983. Disney has always been superior to
producing a fantasy-themed film, especially fantasy
about Disney Princess which characterizes its
trademark. With the shoot of more favorite movie
lovers to enjoy the movie from the adaptation, there
are many fairy-tale or classical fairy tales that are
repeatedly lifted to the big screen by the world film
industry with a variety of versions and varied to Meet
the public consumption.
Of the many films already produced by Disney,
there is one interesting film in terms of character and
its re-produced storytelling by Disney, the film
Maleficent (2014) adapted from the Tale of Sleeping
Beauty (1959). Disney here features the latest
innovations in the production process of Maleficent
through different viewpoints, dynamic storyline,
unique and inconsistent depictions of characters from
previous films Sleeping Beauty (1959). Maleficent is
a dark fantasy film that takes the dark side of the evil
fairy in the story of Sleeping Beauty (1959). In

addition to this, Maleficent's film is felt unique and
more interesting than its storytelling because it differs
from other adaptations, but it also has 2 (two) awards
as well as Favourite Movie and Family Movie in the
people's Choice event. Awards in 2015.
The research more in the Maleficent film about
the character changes that occurred to the main
character in the film. The research first dissected the
three-dimensional main character Maleficent,
physiological, sociological and psychological
according to Harymawan (1988:25). The research
focused only on the main character that influenced the
story movement in the Maleficent film, Maleficent as
the main character to be analyzed using the
supporting aspects that can be seen from the visual
aspect of the Mise-en-scene.
This research will see more in depth and detail
about the character changes that occurred to the main
character Maleficent through the four aspects of
Mise-en-scene. Whether the aspects contained in this
mise-en-scene actually support the change in the main
character of the Maleficent film, it is valid and intact
or only affects some or few of the character changes
that occur to the main character in the movie This
Maleficent, or instead has no effect on the change of
the main character.
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The research is expected to demonstrate that
Maleficent is not a pure antagonistic character from
beginning to end because it has compassion on the
Aurora. Unlike the previous story on Slepping Beauty
(1959), the film makes Maleficent as a fullantagonistic character from start to finish. It is also
described here that the main character Maleficent is
experiencing a change of characters due to certain
factors, which will be analyzed based on aspects of
the type of character changes categorized into the
protagonist's character type or antagonistic character
(Lutters, 2004:81).

2

MANUSCRIPT PREPARATION

The theories used in this research are theories of
character or figure and mise-en-scene.

2.1

Character or Main Characters

Character is a characteristic, style, nature or
characteristic of a person derived from the formation
or the place obtained from the surrounding
environment. Characters, which can also be called by
figures, are the most active materials as the driving of
the story. The character has personality, he has
characters, and characteristics traits of threedimensional (Harymawan, 1988:25). Another sense
is that the character or main figure is usually the
central figure of the figure who determines the motion
of the Scene (Lutters 2004:81).
The main character is an individual in a story that
is most important or major in building a story in its
entirety. The main character is the main motivator
that runs narrative flows from the beginning to the
end of the story. (Pratista, 2008:44). In general, the
main character can also be changed due to cause and
effect, many factors affecting character change.
A man who was brave ten years ago may be a
coward now, for my number of reasons: age, physical
deterioration, changed finanscial status, to name few.
The only thing that one really knows about human
nature is that it changes, changes is the one quality we
can predicate of it. (Lajos Egri 1960:60)
As the theory of the character changes expressed
by (Lajos Egri 1960:60) explains that no human being
has no change in character, many things can be a
trigger for character change in a movie because of
character changes as well Able to be a unique
attraction as a character amplifier on the storyline of
a movie, so that the story is growing and not flat and
more interesting.

In the film Maleficent, the main character also
underwent a change of character that caused many
factors that occurred in his life, both from
environmental factors, conflict arising, and his
relationship with other figures. The physical, social,
and psychological changes that occurred in
Maleficent as the main character were developed into
more interesting characters. The protagonist of
Maleficent's film is not a figure that has a pure
character fixed from the beginning to the end of the
story. Maleficent's character changes were more
noticeable due to the betrayal he received, as well as
other factors that made him an interesting character
as the main character of the film.

2.2

Character Type

According to Lutters (2004:81) There are four types
of character roles in a story, one of which is a type of
protagonist character that is a central figure
determining the motion of a scene that must represent
positive things. Usually it often appears and tends to
be a hurt figure, be kind and often suffer so as to cause
sympathy of the audience. There is usually one or two
roles of the protagonist accompanied by another
character. In the film Maleficent, the central figure or
main character is Maleficent because the character
Maleficent is a common figure. At the stage of early
introduction of storytelling on the film, the main
character is a figure that has positive traits. Judging
from the visuals of the main character Maleficent is
introduced as the protagonist, the Fairy guardian of
the jungle Moors (a magical fairy nature bordering
the human realm).
In a story there are usually one or two
antagonistic roles assisted by other figures as
reinforcing stories to be more interesting. Antagonists
are also often the central figure of the conflict. In this
Maleficent, the first antagonist in fact was King
Henry who wanted wider power so he attempted to
seize the land of Moors from Maleficen, then the
character of Stefan, a lover of Maleficent who had
ambitions to become Successor of Henry, so any way
he did including betraying the main character or
Maleficent.
This research focuses only on the main character
and also the change of the character, so that the
antagonistic predicate here is focused for Maleficent
only when he has a change of character. The main
character has changed the character to antagonist
because some of the things that influenced it, forcing
him to become antagonistic character. The Maleficent
that originally played the protagonist, the longer
transformed into an antagonist caused by the things to
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be discussed and also seen through the mise-en-scene
aspect to prove whether the aspect does indeed
support the existence of Character changes to the
main character of the film Maleficent.
The role of tritagonists becomes usually the
companion figures for both the protagonist and the
antagonist. His position became the main servant to
defend his Didampinginya character. It is usually a
supporter or opponent and mediator or intermediary
for the central figure. In this film the character of the
tritagonist in the main character is Diaval, who is
often transformed as a black crow of the Maleficent
bodyguard. He also became a supporter and mediator
when conflicts arose that influenced the change of
Maleficent character. But the role of tritagonists here
will only be used as additional material to
demonstrate the effects of mise-en-scene aspects used
to examine the character changes that occurred to the
main character.
This person serves as a complement to support the
series of stories so that his presence depends on the
needs of the story. The role of helpers such as Three
flower Pixies or 3 fairies (Juno Temple, Imelda
Staunton, Lesley Manville) will only be discussed
slightly for additional supporting material as evidence
of the change of character reviewed through an aspect
of mise-en scene in the film because Research focuses
solely on the main character. And the other
supporting figures that are felt not to affect the change
in the main character of the protagonist here will not
be discussed deeper.

2.3

Three Dimensional Characters

To explore the character or background of a figure, it
can be used aspects of the character based on its three
dimensions, physiological (based on physical
characteristics) that contain age (maturity level),
gender, body condition As well as facial features, and
so on. The second dimension is sociological (based
on background society) covering social status,
occupation, position, role in society, education,
personal life of view, belief, religion, ideology, social
activity, Organizations, hobbies and nations, tribes,
descendants. The last dimension of psychological
dimension (based on psychiatric background)
includes mentality, moral/distinguishing size
between good and bad, tempramen, personal wishes
and feelings, attitudes and behaviour and I. Q
(Inteligent Quotient), Level of intelligence, prowess,
special expertise in a particular field according to
Harymawan (1988:25).
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2.4

Mise-En-Scene

Mise-en-scene is a term in the French language of the
film and was first used in 1833. Mise-en-scene has the
meaning of "putting it into a scene" ("putting into the
scene"). Some experts then interpret mise-en-scene as
a term describing the director's control over what was
shown in the film. The function of mise-en-scene
itself can be seen in films that have different
additional effects, different or better make-up
according to the mood of the scene or lighting
arranged in a harmonised and cinematic thereby
creating a more impression Interesting on a movie.
Mise-en-Scene is all visual aspects that appear on
movies, such as settings, actors, backgrounds,
costumes, lighting, etc. Mise-en-scene has several
elements, i.e. settings or setting, costumes and
makeup, lighting and Actor and movement (Bordwell
and Thompson, 2008:115-133).

3

RESEARCH METHODS

The research uses qualitative descriptive data analysis
that works with data, organizes, sifting, synthesizing,
searching, and discovering patterns, discovering
what's important and what to learn, and deciding what
That can be told to others (Moleong, 2007:248). The
research uses structured observation, which is a
systematically designed observation, about what will
be observed, when and where the place is (Sugiyono,
2011:146).
This research will begin by collecting data in the
sequence of all the entire scenes in the film, and then
continuing to recognize the symptoms from what,
when, and where the changes occur in the Mise-enscene aspect as well as the various types of
Information related to research through surgery that
is seen from scenes experiencing changes that will be
categorized in each character type, will be obtained
data as analysis material in this research.
In this research, data obtained through the
documentation technique is data on variables that are
in the form of video. The method of documentation is
to find data on variables that are dead objects such as
notes, transcripts, books, newspapers, magazines,
inscriptions, videos and so on (Arikunto, 2010:274).
It is a Maleficent film taken from lk21tv.com, a
behind-the-scenes video about Maleficent's film
production as well as interviews from characters or
Actors, a team and a production crew of Maleficent
films in a video taken from Youtube.com, Pinterest,
magazine reviews, related articles and other similar
data are deemed able to support the process of
analysis on this research, the next is observation and
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then analyzed and deeply interpretation of the data
that has been Described as aiming to interpret the data
in accordance with the theory used.

4

DISCUSSION

The research examines the main character changes to
the film Maleficent. In this research focus to show the
change of character. The main character played by
Maleficent is researched because it is unique and
interesting to research. In this research, threedimensional surgical, physiological, sociological and
psychological. In this research also focused on other
figures that are perceived to influence the course of
the story.

4.1

Main Characters in Maleficent Film

The main character is a central figure that moves the
plot (storyline) from start to finish. In Maleficent's
main character is Maleficent's own because
Maleficent is the central figure that appears most in
each scene, as well as the driving figure that
dominates the storyline from beginning to end.
Maleficent as the main character in the film has a
unique characteristic that will be discussed in more
detail using aspects of the character based on its threedimensional, physiological, sociological and
psychological according to Harymawan (1988:25) as
follows :
Table 1: Three-dimensional summary of Maleficent people
Fisiologi
Female
gender, adult
age
Adult, height
169 cm, ideal
body weight
1.69 m
Ideal body
weight
Hair color,
black,
greenish
yellow eye
color, white to
forage colour
Sexy Posture

Sosiologi
High middle
class
The work of
forest leaders
Moors
Flying Hobbies
around Moors

Psikologi
Strong
Guardian
Fairy
Revenge

Heartbroken
by betrayed

Orphaned
family

Can't be calm

Religion of
Panteism

Friendly,
helper, guard,
strong

The
appearance of
nonfiction
female fairy
character
resembles
human.
No defects

4.2

Fairy Race

Revenge,
phobia of love
and trust.

Moors Forest
Keeper

Open nature

Main Character Changes in Film
Maleficent Reviewed from the Mise
Aspect-En-Scene

This table 2 will show you the overall analysis of the
scene data per scene in the film Maleficent using the
Mise-en-scene aspect so that any scenes that are
experiencing changes and affect the main character
characters are found.
Table 2 : The base material for discovering a change scene
that affects the main character
Sce
ne

Settings

Costumes
and makeup

Lighti
ng

4. A

Above
the
forest
tree of
Moors

Costumes:
• Greenbrown kneelength Dress.
• Brown
yellow pearl
necklace and
bracelet
• Barefoot
•A
brownishcolored horn.
•Large
brown wings
with fluffy
strokes.

Day
Light

Cosmetology
:
• Makeup an
elf-shaped
fantasy
• Greenish
white skin
• Long hair is
dangling.
• Face shape
with contour

Actors and
their
movement
s
Actors:
Small
Maleficent
Movement
•
Maleficent
playing a
twig doll
with his
magic on
the tree.
•
Maleficent
hears a
broken
twig, then
he walks
near the
broken
twigs and
heals them
with
magic.
• Then
Maleficent
flew off
his tree.
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present in this scene except for the setting.
Maleficent's character here will be further examined
if the changes in the character show Maleficent here
as antagonistic characters or protagonists are
reviewed based on the following Mise-en-scene
aspects.

chin and bold
cheeks with
brown color.
• Wide red
lips.
• Yellowish
light brown
eyes color.
• Taper ear
characteristic
of a fairy.

4.3

The following analysis will discuss samples of
one significant scene that have changed the character
through the mise-en-scene aspect derived from the
analysis results in the table 2 in more detail. The
analysis will describe the mise-en-scene aspect that
changes in each scene, then in the analysis prefix of
each scene, will show the conclusion of the analysis
results or comparisons in each scene That shows
changes to the main character. The table that contains
the conclusion or comparison of the results of the
analysis will be given an abbreviation that will be
discussed as follows to facilitate the understanding in
the reader. Sample of Scene 40

Maleficent Costume and Makeup

Figure 1: Maleficent Costumes

Table 3 : Conclusion Analysis Scene 40
S

C&M

L

A&M

G

Chang
e
- Black
Daylig Evil
Antagon There
Allht
Grump
ist
is a
Dark
Green
y
chang
costu
to
Vengef
e in
me.
Tungst ul
Malefi
en
Destro
cent
Back
yer
from
Light
costu
Top
me,
lightin
makeu
g
p and
also
her
attitud
e.
(S): Setting, (C & M): Costume & Makeup, (L): Lighting,
(A &M): Player & Movement, (G): Gender.

This scene 40 is a scene where Maleficent came
to the kingdom of Stefan without being invited and
expressed his anger for not being invited and
Maleficent condemns the infant Aurora son of King
Stefan to avenge his revenge on Stefan who has
stolen the Maleficent wings. From the Analysis
Results table 3, Mise-en-scene aspect that changes
and shows changes in Maleficent is almost entirely
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Figure 2: Screen shot costume Maleficent full shot from
front

Figure 3: Maleficent Costumes




Maleficent costume with Dark black
Maleficent wears long glossy black dress
costumes such as tails touching the shape of a
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4.4

fit and flair with fluted sleeves on the wrist
seen from the picture 1
Dress with a low line cut-shaped V-neck with
backless on the back of the dress with a feather
stroke motif that arises with the collar wideshaped lotus flower, a black glossy crocyshaped cloth covering the entire length of the
neck Viewed on picture 3
White Diamond Accessories As a sweetener
bros at the end of the collar at the end of the
V-neck in the dress he wears.
Maleficent wears a headcover hood that
blends with her black horn covering her ear
and hair.

4.5

Actors and Movements

Actors

Figure 6: Screen shot of Maleficent and Black Crow

Lighting

Figure 7: Screen shots of King Stefan and Queen

Figure 4: Screen shot Shadows of Maleficent

Figure 8: Screen shot Extracas of guests and the people

Figure 5: Screen shot full shot atmosphere of reverence

The film's lighting uses the main daylight laxation
to show a daytime effect on the scene this time, but as
there are additional candle lighting present in the
room of welcome and respect for the infant's birth
Aurora Give the impression that the day begins to
night. It is able to be seen also with the shadows of
Maleficent when the first time he came the shadow is
very contrasting and clear with other light around it
giving the first impression of his coming, able to
attract the attention of many people who shown in
picture 4.

Picture 9: Screen shot Three little Pixies

Movements

Figure 10: Screen shot of the guests ' busy atmosphere
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the percentage of percentage of Changes to each
aspect of mise-en-Scene:

Figure 11: Screen shot Three Little Pixies come

Vontage The hustle of the palaces filled with
invited guests from around the country to give
blessings and congratulations to King Stefan and his
wits for the birth of their babies. Three Flower Pixies
come to congratulate the King Stefan as well as give
gifts to the baby Aurora

4.6

Aspect Mise-En-Scene the Most
Supporting Major Character
Changes in the Film Maleficent

Analysis of all scene data that changes in the Miseen-scene aspect will show data analysis of the entire
scene that has changed in the Mise-en-scene aspect
and will calculate the change percentage to get the
most results Changes in the Mise-en-scene aspect of
the main character in the Maleficent movie. Of the
total all scene: 117 total changes of mise-en-Scene 60.
The percentage of all scenes of the occurrences of
mise-en-scene in showing the most characteristic
changes to the main character.
Tabel 4 : The percentage of all scenes
a.
b.
c.
d.

Setting
Costumes &
Make Up
Lighting
Players &
Movements
Total overall
changes

8
18
8
26

8 : 117 x 100 = 6,84 %
18 : 117 x 100 = 15,38
%
8 : 117 x 100 = 6,84 %
26 : 117 x 100 = 22,22%

60

60 : 117 x 100 = 51,28%

From the results of the above analysis can be
concluded the change of character that occurs in
mise-en-scene in every aspect of the change has a
different amount of the total change, therefore to
facilitate the understanding in his description will be
Described every aspect of the change calculated
based on comparative percentage of the results of the
entire scene divided by changes per-aspect, then from
the result of the calculation will be created in the form
of diagrams, here is the description of the results of
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Figure 12: The result of the all-scene percentage of miseen-scene results in showing the most characteristic changes
to the main character

From the results of a character change analysis
according to the Mise-en-scene aspect it can be
concluded that the most changes seen from the
percentage result of the entire story show that
Maleficent experienced a change of character as
much as 3 times outlined In some of the scenes that
have been analytic and shown in the Analysis
Diagram 1 influenced by the Mise-en-scene aspect of
the protagonist's character, changed to the antagonist
then back to the original character of the protagonist
again.
The mise-en-scene aspect seen from the analysis
results in the Diagram 1 shows that the changes
occurring in Maleficent seen from the percentage of
percentage of that were previously discussed were as
much as 51, 28% of all the mise-en-Scene aspects
Changed. The main character change is the most
prominent aspect of the Mise-en-scene player as well
as the movement of 22.22% of the total 51.28%
change in the mise-en-scene aspect, and as many as
48.72% have not changed until It can be concluded
that the main character change analysis through miseen-scene in Maleficent's most influential film in the
change is the mise-en-scene aspect of the movement
of 22.22%, indicating that the main character
Maleficent actually underwent a change of character
supported by the number of changes that occurred in
the Mise-en-scene aspect that has been in the overall
review of this analysis.

Analysis of the Main Character Changes through Mise-En-Scene in the Movie "Maleficent"

5

CONCLUSIONS

From the results of the research that has been done in
the film Maleficent 2014, hence the conclusion of the
character Maleficent as the main figure seen from the
three-dimensional
character
is
physiology,
Maleficent has a fictional characters with physical
reach A female elf, having a large wing like an eagle
wing when she is good and a black Eagle wing when
she is nasty, as well as a horn covered with a blackand-white hood matching her robe when her character
antagonists and stores her hair and Wear natural
colored dresses when she is good or the protagonist.
Socialized, the protagonist Maleficent is an elf keeper
and a healer for the Moors forest as well as all its
contents, but when he is evil or antagonistic, the
destructive and cold nature is firmly attached to him,
even Maleficent makes Moors the first Full of beauty
becomes a land full of darkness, while the psychology
of Maleficent's protagonists suggests that this
character has a strong and compassionate mentality
towards other creatures, but when Maleficent
antagonists evil attitudes and Vengeful often appears,
causing Maleficent to hurt many other creatures as a
result of his revenge and evil magic.
The entire story shows that Maleficent
experienced a three-time character change outlined in
several scenes that have been analysed and influenced
by the Mise-en-scene aspect of the protagonist's
character, changing to the antagonist later back to the
original character of the protagonist again. The miseen-scene aspect seen from the analysis results showed
that the changes occurring in Maleficent seen from
the percentage calculations were as much as 51, 28%
of all the mise-en-scene aspects that changed. The
main character change is the most prominent aspect
of the Mise-en-scene player as well as its movements,
so it can be concluded that the main character change
analysis through the mise-en-scene in the Maleficent
film shows that the character Maleficent's major is
actually experiencing a change of character that is
supported by the number of changes that occur in the
Mise-en-scene aspect that has been researched as
much as 60 scene changes from a total of 117 scene
changes.
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Abstract:

This paper discusses about the relationship between the cosmological view of society and aesthetic values of
“Cocohan or Coblosan” motif on TubanGedhog handmade batik. “Cocohan or Coblosan” motif is one of the
typical characteristics of traditional handmade batik that is different from the other handmade batiks in
Indonesia. The produced colorful dots on the background of Gedhog handmade batik cloth from coloring
process by means of punching the waxed cloth on Gedhog handmade batik motif is related to the cosmological
view of society in Kerek district, Tuban regency. This study uses ethnography method in order to know the
cosmological view of society and visual morphology method in order to reveal the aesthetic values on Gedhog
handmade batik through visual elements in the form of motif and motif background. The finding of this study
can explain that Cocohan or Coblosan motif on Gedhog handmade batik is only found in motifs having plant
stilation element not in geometric ones. The aesthetic values on Gedhog handmade batik with “Cocohan or
Coblosan” background have meaning related to the cosmological concept of human being life cycle from
birth to death or to the end of life.

1

INTRODUCTION

Gedhog handmade Batik is made traditionally on
Gedhog woven cloth, a woven cloth made by women
of Kerek area, Tuban Regency, starting from ngantih
(spinning cotton) into lawe (thread) then stringing
thread using traditional loom into rough textured
woven cloth. The produced Gedhog woven cloth will
be motif or plain. A motif woven is made with pattern
that may guide the Pembatik (maker of batik) to
arrange batik motif consisting of cecekan (dots) using
geometric composition to compose Satriyan,
KijingMiring, Cuken, or Krompol motifs. Such
woven motif can be vertical and horizontal pinstripe
or the meeting of both lines to be KedeleKecer,
JanganMenir, Tutul Bang motifs or parallel lines in
the form of Galaran, UlerGaling motifs and other
various motifs.
Plain Gedhog woven or without motif is used by
Pembatik to make various typical motifs of Gedhog
batik having geometric pattern or flora and fauna
motif. Generally, Gedhog handmade uses the
background (basic color) of putihan (whitish pattern),
biruan (bluish pattern), laseman (yellowish brown
pattern), bang biron (red and blue patterns), bang

tegeran (red pattern) or irengan(blackish pattern)
(Djumena, 2005: 5). On putihan, biron, laseman, bang
biron, bang tegeran patterns with flora and fauna
motif we can find Cocohan or Coblosan motif
(colored fine dots), while irengan pattern is usually
used for geometric motif. This Cocohan or Coblosan
is one of the differentiators of varuious motifs of batik
from other regions.
The process of making batik using Cocohan or
Coblosan technique is relatively complicated than the
other general techniques of making Batik. The proses
of mencocoh or mencoblos (punching) is the
technique of making batik by punching the covered
batik cloth (a cloth covered by lilin batik/ wax) using
thorn or needle on the whole surface of cloth in order
to allow the color entered into punched cloth at the
time of coloring process. The colored dots from
Cocohan or Coblosan (punching) which is integrated
with ren-renan (sharp pointed leave or thorny) motif
and Hong bird, Sri Gunting bird, Empritbird motif or
stilation of other flora and fauna add the exotism on
Gedhog handmade batik).
Be advised that papers in a technically unsuitable
form will be returned for retyping. After returned the
manuscript must be appropriately modified.
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Figure 1: The process of punching (mencocoh or
mencoblos) and Gedhog batik with Cocohan or Coblosan
of bangrod pattern (Source of document: Bramantijo,
2018).

Some motifs of Gedhog handmade batik using
Cocohan or Coblosan (punching) as the background
of motifs are Gedhang Secengkeh, Kembang Kluwih,
Kembang Waluh, Ganggeng, and Kolorambat. The
traditional cloth motifs of Gedhog handmade batik
generally is related to the tradition of Kerek people as
agricultural society. According to Sutarto (2008: 1),
on agricultural – traditional society that can be found
in the most of Indonesian people, tradition and myth
will dominantly take part of their daily life. Their
traditional ceremonies or art products have the
relationship with the success of harvest and the
worship of some supernatural powers. The kind of
agricultural art showing grateful upon good and
abondant harvest will be in the form of flora and
fauna, season and water, threat and protection from
various supernatural powers to be believed to bring
prosperity or destruction to the farmer’s life.
The weaving tradition using Gedhog loom and
making batik on woven cloth have been existed for a
long time ago for Kerek people in Tuban Regency.
From generation to generation Gedhog handmade
batik cloth is taken as important component to
perform various ritual ceremonies which is deemed as
sacred by local society, such as customary activities
of the birth, marriage and also the death in undergoing
the life cycle. Woven cloth and Batik cloth according
to Kerek people’s view have relationship with
cosmological view of society of such cloth maker
(Heringa, 2010).

2

METHODOLOGY

This study is conducted to reveal the relationship of
aesthetic values of Cocohan or Coblosan (punching)
motif on Gedhog handmade batik according to the
cosmological view of society of creator and user of
Gedhog handmade batik in Kerek, Tuban Regency.
This study is ethnographic meaning that the
researchers interact directly with the object and
subject of research, conduct observation, interview,

take a note and make documentation to the society
social interaction, thoughts and its cultural behavior.
According to Putra (2010), Morphology method can
be interpreted as a method to see the form and
structure of an object or in other descriptive,
morphology is a composition and relationship
between parts of an object. In this study, visual
morphology method is used to explain the meaning
contained in Gedhog handmade batik cloth through
research to the visual elements owned, such as: motif,
decoration, composition and color.

3
3.1

FINDING AND DISCUSSION
Cotton and NiniThowok Myth

People in Kerek area has tradition of weaving and
making batik for a long time ago. The skill of weaving
using Gedhog loom and making batik on rough
textured Gedhog woven cloth becomes an activity for
Kerek’s women in spending their time when they
don’t go to the farm or at the time of waiting for
planting season. The life of Kerek people is very
depended to the farming activities by planting corn,
peanut and cotton. The rainfall in Kerek area is
relatively low, so the rice plant can only be planted on
one season, at the time of rainy season.
The work of processing soil in the farm will be the
responsibility of a man, and the woman will assist
when they are needed. The tradition of weaving and
making batik is very closely related to the agricultural
life of Kerek people, especially planting cotton.
Cotton is a vital material to make lawe (woven
thread), so cotton plant is special treated, starting
from processing the soil, planting and harvesting
cotton. There are two types of cotton produced by
Kerek area, white cotton and brown cotton. The two
types of this cotton will be processed by Kerek’s
women to be thread as the material of weaving.
Planting cotton is an important part of Kerek’s
people tradition, moreover it is covered by myths that
are told from generation to generation. Planting
cotton is mainly performed by a man, starting from
processing the field of cotton up to harvesting. The
characteristic of field land in Kerek area is not loose
soil, it is clay mixed, so it will be hard in dry season
and clayey in rainy season. Cotton plant is planted in
the beginning of dry season, when the soil in the field
is quite hard and clayey. The cotton seed is inserted
into the hole with 6-8 cm deep, the result of Naju
process (making the hole by plugging in pointed
wooden stick). Naju is conducted by a man, since
plugging in pointed wooden stick in the soil needs a
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strong power. Then the cotton seed is inserted to the
hole with 1 or 2 step of a man or it is known as icir.
Inserting the cotton seed to the hole is also conducted
by a man, sometimes by a woman, further the land is
covered by loose soil mixed with manure, the process
of covering is known as hurug.

Figure 2: The process of Naju before inserting the cotton
seed into the land (Source of document: Bramantijo, 2019).

Land is identical with a woman and wooden stick
called as taju is identical with a man. Naju and icir are
the responsibility of a man. Punching the hole in the
land by taju is a symbol of lumpang and alu (Javanese
pestle). Punching the hole in the land by plugging in
taju is like to start the ritual of fertility. Planting
cotton is a tradition symbolizing ritual of fertility
cycle (the meeting between man and woman).
Punching the holes in the land through Naju process
is believed by older Pembatik (the informant of study)
is closely related to Cocohan or Coblosan (colored
fine dots) on the background (basic color) and
Gedhog Batik pattern of corakputihan (whitish
pattern), corakbiron (bluish pattern), corak bang biron
(red and blue patterns), and corak bang tegeran (red
pattern). Cocohan or Coblosan (red, blue or blackish
blue dots) on Gedhog Batik background have
philosophy meaning based on Gedhog Batik
allotment in Kerek’s people tradition, namely device
in tradition of birth, marriage and death.
For Kerek’s people, cotton as clothing material in
the form of woven and batik has important role to the
ritual tradition and myths of Kerek’s people life.
There is a legend in Kerek’s people told by their
ancestor that Kerek has very wide field of cotton,
white cotton is seen glittering likes the sky in the
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night decorated by stars. When the full moon, in the
surface of the moon there is an old lady, namely
NiniThowok (a sunken eye and cheek old lady)
working with her spinning tool. NiniThowok twisted
her spinning tool gently and sent the spinned cotton
thread to the earth in the form of moonlight
NiniThowok that is also called as NiniDhiwut or
frizzy hair grandma is described as dissident and
disobedient figures. Therefore, the corpse of
NiniThowok is unaccepted to be buried in the earth
and needs jambe tree (Areca catechu), the wood of
which can be used as a material of certain part of
spinning tool. Further, it is told that NiniDhiwut flew
fastly shouting to call the moon. It is believed up to
the present time that NiniThowok still live in the
moon and maintain her cotton field in the sky.
NiniThowok is called “the moonlight” and it is
believed as guiding and protecting spirit for Kerek’s
people when they find difficulty in spinning. So that
before spinning, Kerek’s women in the past time
made gift to her as a part of Hindu-Javanese ritual
known as BagendoNgalih or “Your Majesty changed
form” (Heringa, 2010: 40).
According to Soedarso (1991: 35) for traditional
farmer, soil fertility is not adequate achieved by
improving the new agricultural system, but by
invisible powers. Therefore, it can be interpreted that
agricultural people in order to fertile their rice field,
besides making an effort by logical methods, making
contact with supranatural powers (adikodrati) in the
form of ceremony or salvation is required. The
meaning of the legend of NiniThowok becomes the
idea of cloth system creation in Kerek area. This does
not stand alone, but constitute a part of the very
complex systems that is related each other to many
aspects of life in society

3.2

Cocohan or CoblosanPatern and
Motif on Gedhog Handmade Batik
in Ritual Tradition

Gedhog handmade Batik cloth with Cocohan or
Coblosan motif all this time becomes an important
competent of performing ritual ceremony that is
sacred by Kerek’s people, such as ritual of birth,
marriage and death. The relationship of Gedhog
woven batik cloth and ritual tradition of Kerek’s
people can be seen through the events as here under.
On Birth ritual, the baby is usually wrapped by
putihanGedhog cloth with blue flora and fauna
Cocohan or Coblosan motif, it is believed that the
birth of baby in the world is in a holy condition, and
based on the faith of Kerek’s people, white
symbolizes birth and holy.

Aesthetic Values of Cocohan or Coblosan Motifs on Tuban Gedhog Handmade Batik

Figure 3: Putihan pattern Batik with KembangWaluh motif
dark blue Cocohan or Coblosan colour background (Source
of documentation: Bramantijo, 2016).

On marriage ritual, Gedhog woven cloth and
Gedhog batik is used as the dowry, the use of Gedhog
woven batik has criteria as follows:
(i) on the ceiling (the upper part) of aisle is
installed lelangit cloth with Rengganis motif
dominated with cecekan (dots) and kitiran patterns
(white stripe forming rotating propeller) and biron
(bluish background) meaning angel in heaven. This
cloth symbolizes a permit request to the ancestors
(Heringa, 2010: 57).
(ii) At the time of sacred marriage ritual
procession, the bride and bridegroom wear Gedhog
batik cloth with Ganggeng motif symbolizing unity.
It is interpreted by Kerek’s people that the couple will
be united in a married life forever.

couple wears lasemanbatik cloth with bang tegeran
(red pattern)color combination and blooming flowers
and opned flew away birds. This motif symbolizes
that after a marriage, a woman will become the new
family member of a man and enter to the man’s house
(Heringa, 2010: 54).The bridegroom wears
kelambirasukan constituting formal wear with
BolongBuntuPotongInten motif symbolizing honor
and
majesty,
gringsing
trousers
with
KembangManggar motif (gringsing in Javanese
means fight the disease) that is interpreted by Kerek’s
people as protection for the user. Overall, this suit is
symbolized as couple’s loyality in undergoing the
lifecycle (Heringa, 2010:57).
Death is a very sacred ritual for Kerek’s people.
Woven batik cloth with irengan (dark blue) pattern
and geometric motif is worn by almost all the Kerek’s
people, which is related to the end of lifecycle by
society and located in the north. The clothes are
dipped in the mud for the last time as analoque of
planting the human body in the land.

Figure 4: Ganggeng motif with ungon (purple) pattern of
blue Cocohan or Coblosan (Source of documentation:
Bramantijo, 2016).

Figure 5: Pipitan pattern batik with dark blue Cocohan or
Coblosan background and AsemLondo motif to cover the
corpse casket. (Source of documentation: Bramantijo,
2017).

Further, after performing Salinan (changing the
cloth) ceremony, the bride and bridegroom will seat
on the aisle and meet the guets, in this procession, the

The corpse will be covered with Gedhog batik cloth
with irengan (blakish) motif before the procession of
bathing and shrouding. 4 clothes will be stacked on
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the casket, then 3 different colorsayut cloth (bagrod,
pipitan, and irengan) will be put in different
directions on the previous cloth. After completing
buried ceremony, the cloth will be brought home to
be saved as a heirloom that will be given to the female
child as the marriage gift, therefore such cloth will be
owned from generation to generation (Heringa, 2010:
68).

3.3

Aesthetic Value on Gedhog
Handmade Batik and Cosmological
Concept for Kerek’s People

The beauty of Gedhog handmade batik is not only
seen from the pattern and motif composition
spreading in sheet of cloth materially, but also from
the full philosophy meaning. According to Heringa,
(2010: 42) the developed Gedhog woven and batik in
Kerek area have aesthetic values which is related to
the cosmological view of Lifecycle. From the aspect
of visual morphology, Gedhog batik is an artefact in
a culture which each element represents the value and
meaning of a culture through visual as presented. An
aesthetic value of this Gedhog batik from Kerek by
Heringa (2010; 43) is also illustrated having relation
with the concept of wind direction that is belived that
the age of human being and his life is like cycle
moving clockwise, with North symbolizes a
complete, East symbolizes a hope of fertility. Using
such criteria, a woman expecting her first child will
wrap her body tightly with white bengkung in order
to have power to protect her child when reaching
seven month pregnancy, and to support the mother’s
back because it is wrapped tigly from the hip up to
chest, like a corset. When the baby was born, he/ she
will be wrapped with whitish Gedhog batik cloth.
White color based on their knowledge symbolizes the
beginning of life where human is born in a clean and
holy condition.
When a girl reaching akilbalik age, an age that is
deemed ready to be married off by old people will
announce her status by wearing sayut cloth with
bright red pattern and fine red dots Cocohan or
Coblosan background. This stage is symbolized with
East direction. At the time of marriage, the bride will
wear lurikkembangan or batik with red
Ganggeng(algae/ seaweed) on the white surface. For
a married woman but having no children yet will wear
jarit bluish background (biron) and red sayut pattern.
When becoming a mother, a woman will wear blue
red pattern scarf with blue Cocohan or Coblosan
background symbolizing two descendants who live
side by side (Ciptandi, et al., 2016: 270-271). The
color of red and blue is believed as a color
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symbolizing fertility and life. This stage is
symbolized by South direction. The pattern of red and
blue with dark blue Cocohan or Coblosan
background symbolizes the age and unfertile age, it is
symbolized by West direction. In the end of life, a
woman will wear blakish cloth with geometric motifs
as a symbol of the end of life cycle, it is symbolized
by North direction.

Figure 6: The Cosmological concept of Lifecycle of
Kerek’s people (The source of document: Heringa,
“NinikTowok’s Spinning Wheel”, 2010: 43)

The cosmological concept on birth, marriage and
death and aesthetic values on Gedhog batik as
expressed on pattern and motif is a visual reference,
the meaning of which has been interpreted firmly and
performed by Kerek’s people in the past covered by
myths to preserve its existence. Even though the use
of Gedhog batik and woven cloth is more flexible in
accordance with the need of clothing of the user, the
Kerek’s people use this Gedhog batik cloth as the
important part of ritual process that is still being
preserved.

4

CONCLUSIONS

Gedhog handmade batik is an artefact of traditional
culture covered by cosmological view and aesthetic
values. Starting from the process of planting cotton as
the main material of making lawe (thread), creating

Aesthetic Values of Cocohan or Coblosan Motifs on Tuban Gedhog Handmade Batik

pattern and motif up to the use are close related to the
myths and ritual tradition of its society. Gedhog hand
writing batik is a reference and expression of
cosmological concept and firm aesthetic for Kerek’s
people in the past, as well as the typical identity that
must be preserved so the agricultural life’s view can
be maintained. Gedhog batik with Cocohan or
Coblosan background is one of the elements in
cosmological concept that is expressed on a sheet of
cloth, the existence of which is started to be forgotten
because of the efficiency factor of production
process, therefore it must be preserved as the integral
part of Gedhog handmade batik motif.

REFERENCES
Ciptandi, Fajar., AgusSachari, AchmadHaldani. 2016.
Fungsi dan Nilai pada Kain Batik TulisGedhog Khas
Masyarakat di KecamatanKerek, KabupatenTuban,
Jawa Timur. JurnalPanggung. Vol. 26 No. 3,
September 2016 (p. 261-271).
Djumena, Nian S. 2005. Batik and its Kind. Penerbit
Djambatan. Jakarta.
Heringa, Rens. 2010. NinikTowok’s Spinning Wheel:
Clothand the Cycle of Life in Kerek –EastJava. Fowler
Museum, Boston, London.
Putra, Darma. 2010. Pengolahan Citra Digital, Penerbit
Andi, Yogyakarta
Soedarso (ed.). 1991. Beberapa Catatan Tentang
Perkembangan Kesenian Kita. Penerbit BP ISI, Jakarta.
Sutarto, Ayu. 2008.
Kesenian Agraris di Tengah
Gelombang Teknologi Informasi, Makalah Gelar
Budaya Agraris, Taman Budaya Jawa Timur.

335

Musical Studies on “Timang Tuah” Ritual by the Ibans in Sarawak
Laura Pranti Tutom1, Siti Marina Binti Kamil2
1

Faculty of Music and Performing Arts, Sultan Idris Education University, Tanjung Malim, Perak, Malaysia
2Faculty of Language and Communication, Universiti Malaysia Sarawak, Kota Samarahan, Malaysia
awakumang@gmail.com, ksmarina@unimas.my

Keywords:

Iban, Sarawak, ritual, musical studies, ethnic studies.

Abstract:

This paper seeks to explore the musical journey of a symbolic ritual among the Ibans in Sarawak Borneo
Malaysia known as Timang Tuah as an effort to preserve and spread awareness to the global community of
its existence. Adapting the qualitative approach in collecting and processing the data, this paper aims to
describe the processes involved in the ritual and investigate the relevance of the ritual among the current Iban
community in Sarawak. Semi structured interviews and passive observations were carried out to record the
whole process of the ritual and additionally questionnaires were distributed to investigate its resonance among
the audience. Findings have shown that the ritual is done according to specific purposes which includes
appeasing spirits during harvest and ushering in luck. The melody of how the songs are carried out also
depends on the range and the skills inherited by the lemambang. It was also revealed that the younger
generation are not aware of this ritual thus signaling the needs of preservation efforts by the authority
involved.

1

INTRODUCTION

Sarawak is a state consisting of multi ethnic society
and hence the state is rich with abundant of cultural
heritage. According to Jeniri Amir (2015), a Berita
Harian columnist, Sarawak is home to twenty eight
subethnic groups, whereby there exist six major
ethnic groups namely the Ibans, Chinese, Malay,
Bidayuh, Melanau and the Orang Ulu. With regards
to musicality, the traditional instrument Sape of the
Orang Ulu and the Ngajat dance of the Ibans are most
widely known. As most previous studies are done on
the language and cultural aspects of these groups.
There are still a number of undocumented culture and
art yet to be explored and told to the world. Hence this
paper aims to investigate one of the traditional rituals
of the Ibans, and to spreading the awareness of the
ritual).
Along with modernity and the rapid pace of
infrastructural development happening to the country
and state per say, it is no question why the present
society would only be interested to look beyond their
vicinity and look up to the west where technology is
undeniably changing humanity. Technology give
them comfort and ease in reaching the unreachable,
hence lullabying the present generation to the extend
that the world is enough within the four walls. They

no longer see the need to experience culture and
nature by practice and being out and about, when all
can be reached at the tip of their fingers. The impact
is direct when it comes to cultural heritage whereby
rituals are slowly being forgotten and seen as
irrelevant in the modern society. This become the
foundation of this study. The main concern of this
study is the dying interest of the younger generation
especially living in the city or big towns who might
or might not know of the existence of the subject
matter being investigated in this study, known as
Timang Tuah, a musical chanting ritual of the Ibans.
Masing (1981) stated that Timang is the highest
level of Iban ritual as it is an act of special invitation
to the Petara (the deity) symbolically carried out
using songs performed by the singer known as
lemambang. Lemambang refers to the person who is
empowered and knowledgeable of the ritual text and
is in charge of the role matak jalai (opening the path
to the Petara).
There can be a number of two to four lemambang,
followed by a penyagu (a person who echoes the
singing sung by the lemambang) and two other
ngelembung (a person who repeats the ending of the
sentence sung by the penyagu). All the members of
the lemambang must have in depth knowledge of the
Timang ritual. The sole purpose of the Timang is to
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get the blessings from the Petara. It could include
getting good results in school or university
examinations, getting good luck in business, getting
work promotions and even winning the state
elections. It is also believed that the Petara’s blessing
can cure sickness.
An early survey done by the researcher has shown
that the current younger generation of the Ibans do not
know of Timang Tuah as it is not commonly practiced
in the city. The reason this is happening is the lack of
knowledgeable and skilled senior members of the
Iban community to carry out the ritual. In addition,
Soda (2001) stated that the migration on the Ibans
born in the 50s to the 60s along with the migration of
those born in the 70s and above to the city area and
leaving the long houses have all added to the cause.
This became the utmost reason to the question of why
a majority of Iban old rituals are no longer being
practiced. Another important reason is the spread of
Christianity that hinders the need to perform these
rituals (Durin, 2014).
According to Steiner (2007) and Durin (2014),
Christianity became the main religion amongst the
Ibans and Timang is no longer the main ‘go-to’ ritual
to solve daily problems of the people related to
agriculture, business and illnesses as the religion
forbids paganism. An interview with Mr. Jimbun
anak Tawai, a researcher from the Sarawak Native
Customs Council, and Associate Professor Anna
Durin, an active researcher in Culture in Sarawak,
there exist only a few districts in Sarawak that still
actively practice the old Timang rituals. These are in
Kapit, Sarikei, Bintulu and Sri Aman.
Hence before this ritual become a forgotten
tradition, the researcher aims to document the ritual
and spread the awareness about it while finding the
reasons why it should be protected. Documenting the
ritual both in audio and video is priority as to preserve
this valued cultural heritage of the Ibans and above all
sharing it to the global community in order to mark
its existence. The researcher believes that timang is
rich in artistic values especially in the text and the
singing style of the lemambang, whose role is central
when inviting the Petara during the ritual. This ritual
act is also a symbol of an old Iban identity that needs
to be made known to the present Iban community in
Sarawak especially.
Lastly as it is hidden from the outside world, and
as it is only being practiced by a small community of
Ibans left with no proper documentation, it would be
a great loss to its owner if not documented. The
decreasing number of lemambang left is also a major
concern which adds to the more reason why this study
should be carried out.

2

METHODOLOGY

This is a qualitative study looking at musicality of
Timang Tuah. The qualitative method as stated by
Kumar Ranjit (2005) and Uzairah (2017) begins with
collecting the primary data by interviewing the
identified primary resources. In this study the primary
informant consists of the Head of the Iban
community, the Head of the longhouse, the researcher
from the Sarawak Native Customs Council and the
lemambang. Data collected will include knowledge
about Timang, the frequency of the Timang ritual
carried out in Kapit Sarawak, the number of active
lemambang and the number of younger Iban
generation who participated in the ritual acting as
observers and their interest in the ritual.
The method of choosing the types of Timang is
taken from the total number of Timang that consists
of four types, and choosing a sample via justification
sampling. The chosen Timang for this study is
Timang Tuah. Timang Tuah is chosen because it is
most frequently done in Kapit as compared to all the
other types of Timang. Furthermore, the scope of
study is in Kapit and focuses on the singing done by
the lemambang in the ritual, Timang Tuah is justified.
The next process is direct observation which is to
be done in a thorough manner throughout the ritual in
order to understand and immerse in the experience.
The researcher is to follow the ritual from pre-stage
which is the preparation before the ritual. Interviews
with all participants involved in the preparation is to
be carried out and if allowed, the researcher will
participate in the preparation itself. In the while-stage,
the researcher is to observe the preparation
undertaken by the lemambang from the moment
before the ritual until the ending. Passive observation
will be carried out by the researcher once the
lemambang starts the ritual and the focus will be on
the singing of the lemambang and the musical
instruments used.
The researcher will interview the lemambang and
the elders to find out of their views on the timang. A
survey will be conducted among the guests who are
present during the ritual. This is to find out at the
emotional effect and impact of the ritual on those
present. The secondary data on the ritual will be
collected through books, articles, and websites related
to the timang. The need for the secondary data is to
do comparison to the primary data. Textual analysis
will not be carried out for the purpose of this study.
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3

FINDINGS

Timang in Iban language refers to an Iban ritual that
uses the service of two to four lemambang or known
as the Tukang Timang who act as the medium of
performing the text ritual sang in a monotonous tone
while pounding the timang stick in order to execute
the full ritual of the timang that normally takes up
three to nine days in total. Tuah in Iban language
refers to good luck and in the context of this ritual,
luck here would reflect giving monetary luck or an
abundant of fortune to the people who organized the
ritual especially during the election of a politician and
uplifting their status to becoming a minister (Tawai et
al., 2017).
According to Masing (1981), timang consists of
four categories, namely;
 Timang Beintu Intu (ritual for the wellbeing of
man)
 Timang Tuah (ritual of getting luck)
 Timang Beneh (ritual of getting paddy seedlings)
 Timang Gawai Amat (highest form of ritual)
The difference among these four timang is that
each timang differs in time consumed, textual plot
and purposes. However, the singing style are the
same. Eventhough all four timang are different, there
are two main factors that contribute to why this
timang is considered of high value among the Ibans.
The first factor is, the ritual done in a grand
manner during a gawa day (festival day) or gawai
(festivities) along with the lemambang. The second
factor is through the text of the lemambang; as the
text is an invocation to the deity known as the Petara
from their world and leading them to the human world
(the long house) and perform the ritual.
The timang performed in a chant is carried out by
the lemambang to summon upon a genie to attend
gawai or a festival. The singing is done during
planting and harvesting paddy, medication and
others. Matusky and Sooi Beng (1997) stated that in
a Timang ritual where will be at least four
lemambang. The lemambang will perform the chant
for hours. In the chant, the first and second line will
be started by the lemambang and these lines are called
genteran or couplet. At the end of the second line or
refrain of the singing will be sung together and
repeatedly in a choir by the assistant lemambang and
others. At the final two lines the assistant of the
lemambang will answer to the singing of the main
lemambang and this is known as timbal. All four
lemambang will alternately pound their stick to the
floor with a stable rhythm along with their Timang.
Petara, as mentioned here according to Ngadi
(1998) in his book on Iban rituals, the old Iban society
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believed in the existence of Petara (Deity) and antu
(dead souls) whereby in all living things including
animals, insects, plant produce, human both dead and
alive, has a certain kind of soul. The deities referred
here include Singalang Burong (war), Menjaya
(health and cure), Simpulang Gana (earth and plant
produce), Simpandai (creator and healer) dan Anda
Mara (wealth).
In this old tradition, the Ibans believe that there
exist good and bad souls (antu manah, antu jai). In
the Timang ritual the god and goddess will provide
signs to humans through burong (signs in the forms
of birds, snakes, frogs and other animals) and through
dreams related to the desired requests to indicate
whether the requests are accepted or otherwise.
Masing (1981) stated that all ritual activities
performed in the Iban community is based on dreams.
Through dreams, it will be known whether the rituals
should be carried out or not. Everything begins with
a dream.
An interview carried out with Madam Emma anak
Philip, who is a clerk at a school in Kapit, upon the
end of a Timang ritual at her house in Kapit, described
how Madam Emma had a dream before performing
the ritual. In her dream she had helped a group of
jugam (black bear) whose family was killed by a
group of humans. The question that came to amaze
the researcher is the fact that there were two other
people who lived in Kapit and who did not know
Madam Emma. They had dreams that required them
to look for a woman by the name of Emma as she has
helped save their family (they did not mention that
they were a jugam family).
The process of detecting Madam Emma took a
few weeks eventhough Kapit is considered a small
district. Once the three of them finally met, they
arranged a meeting with the Head of the Community
to organize a Timang Tuah ceremony for Madam
Emma.
According to Mr Jimbun anak Tawai Timang
usually begins with Miring, where food is offered to
the desired Petara in order to give blessing and ease
to what is being requested by the person who will be
Timang. Food is prepared in a number of large plates
made up of five to eight eggs in a plate, penganan
(rice cake), sticky rice, tuak (rice wine) poured in a
glass, pop corn and sirih kapur (slaked lime). The
amount of food prepared would depend on the type of
Timang being performed.
The purpose of doing Miring is to offer food to
the Petara being summoned. According to Iban
beliefs, the food consumed by the Petara is also to be
consumed by the guests present for the ritual. The
guests of honour are symbolic to the Petara
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summoned. In addition, the presence of these guests
in the likes of ministers and politicians are considered
very important for the ritual.

plate is divided into four), a plain white cloth (about
13 meter in length) and monetary gift totaling RM750
to be divided among the three lemambang.

3.2

While Ritual

A week before the ritual takes place, a pandung
containing items such as tajau (vase), tawak (gong),
rattan, pua kumbu, betel nuts, a few pieces of clothing
to tie the pandung and a flight of stairs, symbolic as
the staircase to the sky is prepared.

Figure 1: Miring offered. Source from Emma anak Phillip,
2016

In March 2015, the researcher participated in a
fieldwork led by Associate Professor Anna Durin on
Old Iban Customs in Kapit. A Timang Tuah ritual was
carried out at Madam Rheineld Minor Panyau’s house
in Kapit town. Madam Rheineld is the Chairperson of
Serakup Indu Dayak (Dayak Women Association)
and is a business woman. The ritual was done in three
days. Information gathered in the ritual will now be
described accordingly; pre, while and post ritual.

3.1

Pre Ritual

A month before the Timang Tuah ritual is carried out,
the owner or the organizer of the ritual will proceed
with the preparation by getting advice from the Head
of the Iban community and the elderly who are well
versed of the ritual. The discussion would guide them
on where to perform the ritual and who to delegate
tasks. As the dream was received by more than one
person and all three dreams suggested that the ritual
be carried out by Madam Reineld’s family, the
Timang will be carried out as proposed. Next is to
delegate tasks and put things in order.
The outcome of the discussion is the list of people
to be in charge of the several tasks. The tasks include
preparing the miring, food and beverage throughout
the ritual and for the vip guests, preparing the
traditional costumes for family members and for
those delivering the miring tray and choosing the
lemambang. Preparation will also include looking for
items to be given to the lemambang as a form of token
for their service. The token will be in the form of four
baja (iron rods), tajau (vase), duku bersarung
(sheathed knife), pendawan siti (a spear with a single
blade), a chicken, pua kumbu (a traditional woven
cotton cloth), piring singkat empat (each item in the

Figure 2: Pandung Source from Yow Chong Lee, 2015

The chosen lemambang invited for this ritual is
Mr Enggong anak Baning born in 1954. His
hometown is Sungai Majau, Kapit and according to
informant Mr. Enggong has had the skill of
performing the ritual since he was 24 years old. For
this ritual he will be assisted by two other
lemambang. Up till present, it is informed that there
are only four active lemambang residing in Kapit.

Figure 3: Mr. Enggong anak Baning (Lemambang). Source
from Emma Phillip, 2016

The Timang ritual begins as early as five in the
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afternoon and continues until the next morning. Once
the first session finishes, the lemambang will have a
rest until the afternoon and resumes for the second
session at the same time on the second day until the
ritual is done. This process will be repeated for three
consecutive days. The textual plot used and sung by
the lemambang follows the plot handed to them
during the process by the Petara. The path that they
will take are recorded as follows (taken by Allen,C.,
2017);
 Bujang Pedang ninga auh ribut lalu rari (Bujang
Pedang listened to gushes of wind and ran away).
 Bini Sengalang Burung chelap bulu (Wife of
Sengalang Burung felt cold due to the strong wind
storm)
 Ribut mangkaka rumah Sengalang Burung (the
strong wind from the storm hit the house of
Sengalang Burung).
 Ngiga kayu rumbang tutong (Looking for a holed
wood to make drums).
 Sida Ketupong Mansang ngayau (Ketupung and
friends went to war and found heads of enemies to
be brought back to the fiesta)
 Menua Besi Api (World of Iron Fire)
 Menua Tuchok (World of Tuchok Lizard)
 Menua Sandah (World of Sandah)
 Menua Rioh (World of Serangga Rioh)
 Menua Nendak (World of Nendak)
 Menua Beragai Samatai Manang Burung (World
of Bird Shaman Beragai)
 Menua Kelabu Papau Nyenabung (World of Bird
Kelabu Papau Nyenabung)
 Menua Pangkas tauka Kutuk (World of Bird
Pangkas or Bird Kutuk)
 Menua Bejampung (World of Bird Bejampung)
 Menua Embuas (World of Bird Embuas)
 Menua Ketupung (World of Bird Ketupung)
 Menua Kunding Burung Malam Menua Rintung
Langit Pengulur Bulan (World of Bird Kunding)
 Bala Ketupung nyurung lalu ngaga langkau kayau
(Ketupung and warriors built huts )
 Ketupung enggau Beragai matak bala (Ketupung
and Beragai lead the warriors to war)
 Bala Ketupung nuntung ba rumah Beduru/Nising
(Ketupung team arrived at Beduru longhouse).
 Wa puji (Singing of Praise).
 Wa Empas (Singing of Anger).
 Pulai Ngabas (Back from spying)
 Sengalang Burung nusui mimpi diri (Sengalang
Burung narrating his dream).
 Mimpi Ketupung (Ketupung Dream)
 Mimpi Beragai (Beragai Dream)
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 Bala Ketupung ngerampas (Ketupung group
made their attack).
 Datai ba tinting pangka sealing pulai nyerang
(arriving at the end of ridge ground, Ketupung
warriors cheered for their victory)
 Bini Sengalang Burung nyambut igi balang (Wife
of Sengalang Burung accepted the gift of enemy
heads)
 Aki Lang Sengalang Burung mai ngabang
(Sengalang Burung inviting people to visit)
 Mansa Tembawai Lama Sengalang Burung
(Through the old path of Sengalang Burung
longhouse)
 Menua Bujang Jegalang (World of Bujang
Jegalang)
 Mansa Batu Ansah (Through the Road of Batu
Asah)
 Mansa pun buluh berani (Through the Road of
Buluh Berani)
 Pintu Langit (Arrival at the Door to the Sky)
 Bala Sengalang Burung ngetu ba pintu langit ke
rapit (the Group of Sengalang Burung arrived at
the enclosed Door to the Sky)
 Menua Aki Ungkuk (World of Datuk Ungkuk)
 Menalan Sabung (A place of Sabung Ayam)
 Ngerara rampa menua (Appreciating the beauty
of the place encountered)
 Menua Raja Siba Iba (World of Raja Siba Iba)
 Menua Burung Raya (World of Burung Raya)
 Menua Sera Gindi (World of Sera Gindi)
 Menua Bengkung apai Kuang Kapung (World of
Bengkung, Father Kuang Kapung)
 Menalan Besai (A place with great view)
 Menua Bhiku Bunsu Petara (World of Highest
Deity, Bhiku Bunsu)
 Menua Selampandai (World of Selampandai)
 Menua Raja Rengayung - Kijang (World of Raja
Rengayung - Deer)
 Menua Rusa (World of Deer)
 Menua Raja Remaung (World of Tiger King)
 Kendi Aji (Cross junction Road)
 Kampung Baung (A silent Jungle)
 Menua Aki Dunju (World of Datuk Dunju)
 Menua Durong Biak (World of the youngest
Durong)
 Menua Bunsu Petara (World of Dewa Bunsu)
 Menua Bangkung (The resting place)
 Bala Sengalang Burung mandi (Sengalang
Burung group bathing)
 Bini Sengalang Burung mandi (Wife of
Sengalang Burung bathing)
 Bala Sengalang Burung begari (Sengalang
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burung and followers dressing up to attend the
feast or ritual held)
 Bala Indu besanggul (Women with buns hair)
 Bala Sengalang Burung niki ke rumah
(Sengalang Burung and followers entered the
house to begin the feast)

3.3

Transcripts of Timang Tuah

Figure 4: Excerpt of Timang Tuah Transcript, Bar 1 to 3

In the excerpt of the transcript from bar 1 to 11,
the melody uses the la - do tone, in example, G, A,
Bb. Depending on the vocal range of the lemambang
and the text being used, the lemambang will sing the
text with at least interval thirds. In the singing of the
ritual, there is also mordent found to be stressed on
the note with the longest duration.

Figure 5: Excerpt of Timang Tuah Transcript Bar 4 to 11

The use of inconsistent key is heard sung by the
lemambang and this is due to the fact that they are not

equipped with any kind of tuner or musical
instruments with a pitch. In bar 10 and 11, during the
pause (not recorded in text) with a long note, the
lemambang sang the vowel sound ‘eeh’ in minim
duration or more and in vibrato. The genteran or the
first line sang by the first lemambang will then be
‘ditimbal’ or echoed by the second and the third
lemambang. This call and response style (Kamien,
2000) does not continue until the end of the ritual and
it can be said that it is not in accordance to the use of
the call and response.
Matusky (2012) in her article entitled ‘Timang
(pengap), pelian, and sabak: Iban leka main singing
styles’ stated that there are differences in the melody
style performed in different districts. As the
researcher observed the performance by the
lemambang, it can be concluded that the feel invoked
by the lemambang while carrying the melody at the
beginning of each key is sang with inconsistent key
and rhythm. However there is a pattern of rhythm
being used and this can be seen in picture six.

Figure 6: Melody Rhythm Motive

On the contrary the rhythm made by the timang
stick showed a stable beat, crochet 85 to 90 beat per
minute. At the beginning of each text being sung in
the Timang Tuah is as inconsistent. It depended on the
way the lemambang is engrossed in communicating
with the spiritual world, which of course depended on
their level of experience and the style passed down
to the lemambang.
Masing (1981) stated that the stanza structure or
the paragraphs in the Timang text is ABCD or
ABCBDB. There are also stanzas in the form of
AAAAB, and ABAB. Therefore any form of mistakes
heard by the Iban audience may reflect a mistake in
the text performed by the lemambang while the ritual
takes place. This indicated that there still exist
indifferences and inconsistency in the speech or the
text stanza (Masing, 1981).
Unlike the Malay pantun as stated by Harun Mat
Piah (2001), in general in each four lines of stanza,
four words aligned will have the a, b, a, b rhythm.
Each stanza in the Malay pantun is divided into two
parts, namely the pembayang (clue) and the maksud
(meaning). The difference between the Timang and
the Malay pantun is that there are no particular part
that acts as the pembayang and the maksud but the
text will be in the form of either a metaphor,
figurative and symbolic.
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Through observations, it is noted that the
lemambang during the ritual no longer wears the baju
burung. A vest with the motive of the pua kumbu is
worn instead. The Tungkat Timang (Timang stick)
used no longer made of wood with bells dangling at
the bottom but is modified into iron stick. This
observation was based on Masing (1981) dissertation
where he recorded that in 1981 the stick used by the
lemambang is a long stick 2 meters in length,
decorated with Iban traditional carving motives,
ribboned with chicken feathers at the top and small
bells at the bottom. The bells added to the sound made
when the stick is repeatedly pounced to the floor
while the ritual is taking place.

Figure 7: Lemambang with the Tungkat Timang. Source
from Chemaline, 2007 published in 2013

Figure 8: Lemambang with the Tungkat Timang. Source
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from Yow Chong Lee, 2015

3.4

Post Ritual

The Timang ritual ended in the morning of the third
day. This is done by closing the miring in order to
reopen the way back to the sky for the Petara invited
to the ritual. According to the plan of the ritual, a
more descriptive narrative on the dreams will be
shared between the owner of the dreams and the
audience present during the ritual including the
family of Madam Rheineld. While waiting for the
final stage to happen a bebuti (teasing) event will be
carried out to prevent the audience from getting
sleepy and bored. For the ritual observed and
experienced by the researcher, the bebuti was done by
tying a group of the guests present together and a
lelabi is tied at the end of the line. There was also a
woman dressed up as a grandfather and a man dressed
up as a woman for this event.
After lunch, all guests were invited to listen to the
story of the dreams that resulted in the ritual. Here the
elderly and the lemambang interpreted the dream in
the best manner. Although this was done in the early
stage when getting advice from the elderly and other
family members of Madam Rheineld, it is common to
be done as to protect the family from jealousy among
other members of the society who might not accept
the good luck happening to the family. This is as
according to Iban beliefs whereby good dreams have
to be shared and repeatedly mentioned. It is also
believed that this is done to appease other spirits
before the ritual is done.
According to Mr. Enggong, once all guests are
home with a happy feeling and contented with the
kind of good service offered, with no quarrels or
fights while the ritual takes place and most
importantly happy with the food and beverages
served is a good sign. This is because they would
never know if there could be a Petara among the
guests present.
After a few months after the Timang Tuah ritual,
the researcher once again interviewed Madam
Rheineld and Madam Emma. According to Madam
Emma, after the ritual her family has experienced a
number of good luck whereby when they bought
lottery tickets with their house number, car and
motorcycle plate numbers, her husband won first,
second and third places consecutively in the span of
one week. The prize totaled up to twenty thousand
ringgit. And as for Madam Rheineld, she has
successfully secured a mega project. As she and her
late husband have always been considered successful
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in business, their belief in this ritual has somewhat
added good fortune to their family business.
The findings from this study with regards to the
effect and emotion of the guests especially the
younger Iban generation have found that this group is
now aware of the ritual and they have learnt about the
do’s and don’ts of the ritual. They found out that the
guests are not allowed to wear black clothing and it is
better to wear clothing with the motive of the pua
kumbu. They are also advised not to have any feelings
of sadness, anger and the urge to fight during the
ritual, they are not allowed to get in the way of the
lemambang when the lemambang are circling the
pandung and all women delivering the piring are
required to wear a full attire of the traditional Iban
costume.
As for feelings and emotion during the ritual, a
group of young guests felt a bit of fear when there
were frequent cases of black outs at the Rheineld
household. It happened throughout the ritual and on
the final day the whole of Kapit town had a power
outage that lasted for hours. The emotional effect on
these younger generation of Ibans were recorded as
fear, anxiety due to curiosity and thrilled at the same
time. The next morning a joke circulated saying that
there was a ‘visitor’ to the Rheineld house hence the
blackouts.
As for the guests who lived in the vicinity of
Madam Rheineld’s house, it was stated that it often
rained and shined at the same time causing rainbows
to appear. While the ritual of building the teresang
was carried out, a lot of guests saw a flock of eagles
flying in circles in their neighborhood. Of course how
far this is true is still a question.
According to Iban beliefs, when it rain while the
sun is hot, it indicates that there are spirits coming and
while this is happening, children are not allowed to
play outside because it is feared that they might have
a weak spirit and might be affected by it. In addition,
it is believed that the rainbow is the place where the
Petara descended and the eagles flying about are
summoned as Petara Sengalang Burung mengintai ke
bumi (the spirit descending to earth).
From the experiences mentioned by the guests
present especially the younger generation, this is a
new encounter, never before felt and the knowledge
gained have made them even more curious about the
ritual.

4

CONCLUSIONS

A comparison based on the dissertation written by
Tan Sri Dr. James Jemut in 1981 has given a detailed

description on all types of Iban oral literature. From
his observations, the frequency of the Timang rituals
carried out in Kapit consist of three to four types and
is carried out simultaneously at different parts of
Kapit. The migration of Ibans to big cities have just
started (in the same year). The history on this
migration was recorded by Soda (2001) stating that
there are two generations involved in the migration.
The first being those born in the 50s to the 60s and the
latter being those born in the 70s and above. This
became the contributing factor of people no longer
residing in the long houses and consequently creating
a large gap whereby old traditions are no longer
practiced and hold importance in the lives of the
Ibans.
An interview with Madam Rheineld who
organised the ritual recorded an expenditure in the
range of five thousand to hundred thousand of Ringgit
Malaysia. This differs from what Masing (1981)
recorded whereby Ringgit Malaysia five hundred was
the highest amount spent. This became the reason
why not many people can afford to organize the ritual.
Another contributing factor on why the ritual is not
carried out at present is because most Ibans have
converted to Christianity and the religion does not
support this act of rituals.
A pilot study carried out by the researcher has
shown that as the majority of the younger Iban
generation are not residing the long houses
additionally contributed to the lacking in appreciation
to this old custom. A majority of the respondent were
recorded as not being aware of the existence of the
Timang ritual. As for the younger Iban generation
living in Kapit, they did not know the reason and
relevance of why the Timang existed.
In addition, another contributing factor was the
text of the Timang is hardly understood by the
younger generation hence resulting them to be
uninterested in the ritual. The content of the text
written in figurative language and in old Iban terms
concerning Iban lifestyle in the olden days made it
even more difficult for them to comprehend.
From the musical aspects of the timang, the
lemambang is seen as holding the most important role
in delivering the intention and request of the
organizer in classic text acquired from the older
generation. According to the Iban elderly the melody
of the timang text cannot be sung beautifully as it
defeats the purpose of the ritual. The monotonous
delivery style came into existence while the
lemambang tried to recall the text. As the Timang text
is considered sacred (Tawai, 2017) the researcher
may compare this ritual to those of Christianity and
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Buddhism whereby a monotonous style or chant is
used to for praising God and meditation.
As there are a few books that discussed Timang,
the problem lies in no circulation of the book or no
active promotion. Most books did not describe the
meaning of the Timang text hence the researcher is
grateful to the researchers at the Sarawak Native
Custom Council for publishing a complete book on
the process of the Timang ritual entitled “Timang
Gawai Ngiga Tuah. Lemambang Badindang anak
Bajun”. Although the book is written in Iban, the
language used is easily understood. This is proof of a
noble effort to kick start the spread of awareness on
the old Iban culture to the world.
In order to preserve and maintain this ritual, a
more drastic approach needs to be taken. This may be
in the form of increasing write ups with regards to this
subject matter. Regardless of the level hold by this
ritual, the fact that it exists and is a form of identity
and legacy to the Iban community must be upheld.
The function and artistic value of the Timang has been
shown and shared by this study. However, there are
still rooms for further research looking at other
perspectives for example looking at the role of the
lemambang in the ritual.
It is hoped that through this study, the positive
functions of this ritual towards the Iban community
provide a reason and help spread the awareness to the
younger generation on the importance of
safeguarding the practice of this old ritual.
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Abstract:

The history of chorus in China can be traced back to late 20th century and has been developing rapidly. The
"CCTV National Young Singer Grand Prix", as one of the top competitions of Chinese singing art since
1984, has actively promoted chorus culture, providing an important platform where chorus groups can
appreciate and learn. This paper explores the process of its development and the way of harmony of chorus
in China. The paper is based on synergism theory and takes the "CCTV National Young Singer Grand Prix"
as the research object. Through personal observation, more than 10 works including "Chun Xiao", "Dong
Zu Da Ge", "Meng Gu Xue", etc. will be analyzed through the singing technique, singing method, singing
synergism. The possibility of harmony and collision of different natures of chorus art is obtained, expecting
to improve the spirituality of chorus and provide theoretical and practical reference for the majority of
chorus art workers.

1

INTRODUCTION

The Chinese choral art entered the stage of rapid
development and prosperity from the 1980s (Yang,
2012). Since its development, the chorus groups of
various forms and scales have gradually developed
from a simple chorus form to a certain level of
professional, artistic and appreciative choral art form
today. The "CCTV National Youth Singer Grand
Prix" (Qingge Contest) was founded in 1984. As one
of the top events in Chinese singing art, in 2008 it
officially launched a chorus event, which caught the
attention of hundreds of millions of viewers, and is a
feast of Chinese choral art collision and display. It is
of great significance to improve the performance
level of Chinese chorus and the appreciation level of
the chorus. The grand contest attracts local
professional and non-professional chorus groups
from different regions. Professional chorus groups
include: the General Political Choir of the People's
Liberation Army, the Chorus of the Art Academy of
the People's Liberation Army, the Choir of the
Tianjin Conservatory of Music, the Choir of the
Xi'an Conservatory of Music, the Men's Choir of the
Chinese Armed Police Corps, the Inner Mongolia
Youth Choir, the Dai Song Choir, the Second
Artillery Tianda Choir and over thirty provincial and
central representative teams. The grand contest also

invited many famous conductors, composers, and
writers as CCTV live judges for two months. These
prominent figures include Cao Ding, Li Xincao,
Yang Hongnian, Zhao Jiping, Gu Jianfen, Yu Qiuyu,
and Yan Su.
This article explores the development of Chinese
modern choral art by analyzing its development in
the excellent choral works of Qingge Contest. The
author's research focuses on the synergy of chorus
and chorus singing technique. The chorus singing
method, through the different nature of the choral art
harmony and the possibility of collision, enhances
the rich spirituality of the chorus.

2

CHORUS SYNERGY

The theory of synergy is a systematic science theory
founded by the famous German physicist Professor
Hermann Haken. This theory holds that the system is
omnipresent and all-encompassing. Any one thing is
not a system, but a sub-system and there is nothing
that can escape from the system or exist
independently (Haken, 1997). Anything that leaves
one system will fall into another system. The
synergistic theory of chorus refers to the full play of
the aesthetic function of choral art based on the
theory of synergy. This brings about the
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synchronous and complementary elements between
the chorus and the thought, culture, and psychology.
These synchronous and complementary elements
will optimize the overall function of the chorus,
which surpasses the sum of the parts. We will give
full play to people's imagination and creativity.
Chorus synergy means that each subsystem can
cooperate with each other, infiltrate each other,
complement each other, and promote the interactive
movement between the various subsystems. The
orderly result of synergy is a high-level summary of
this principle.
The principle of synergy tells us that three basic
conditions are needed to generate synergy within the
system: first, the system is open and free; second,
each subsystem within the system must have a
strong unpredictability; third, there are widespread
rises and falls in the system( Haken and Guo, 1983).
If we use these three conditions to analyze the
chorus of the People's Liberation Army Art
Academy, Chun Xiao, we will find the following: 1.
The chorus work is unaccompanied and has a more
complete traditional style in its structure. 2. Within
the whole work, the chorus members, the vocal
accompaniment, the conducting gestures and the
body language interpretation of the works are
impromptu. 3. This work exhibits certain modern
popular creative thinking. The tonal aspect reflects
the combination of tonality or atonality and the use
of improvisational elements to portray the
background of the music. This includes the use of
vocals to create natural sound effects such as
imitating bird sounds, the sounds of Beijing Opera
singers and the noises of crowded environments.

3

CHORUS TECHNIQUE

The use of the concept of synergy between chorus
subsystems is an important way to pursue harmony
in chorus. The beauty of harmony between man and
nature, the pursuit of man to find the "similarity or
dissimilarity" is the aesthetic feature of oriental art.
It is the aesthetic characteristics pursued by Chinese
contemporary choral art (Xie, 2005). In a chorus
competition, we can do a good job of incorporating
various systems within the chorus which shows a
good combination of the various environments
around the competition. However, there is a high
level of difficulty, especially when some works
require singing technique, language, and artistic
performance skills. The synergy of sound, language,
pitch and vocal method becomes more and more
important.
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3.1

Voice

The development of chorus voice training and
singing methods in countries around the world is
based on the Italian vocal method (Ma, 2002). From
the perspective of legacy and development, China is
no exception. Almost all of the voices of the national
young singer TV contest chorus are based on the
Italian vocal method, which is based on mixed sound
and half-sound. For example General Political
Choir, Xi'an Conservatory of Music Choir, Tianjin
University Choir, Northwest University for
Nationalities, Harbin Teacher's University Music
School Boys Choir, Nanjing School of Art "Meng"
Girls Choir, Shenyang Conservatory of Music
Northern Women's Folk Song Choir, China Armed
Police Boys Choir, Yunnan "Small Wells" Miao
Peasant Choir, Sichuan Conservatory of Music
Choir, and also, the Beijing Language University
Chinese and foreign students choir.
According to my personal observation, the
singing voice of the chorus group in a grand contest
can basically be summarized into three
characteristics: the performance of the first voice is
to adopt the original ethnic singing method, such as
the chorus of Inner Mongolia, and the "Dong Zu Da
Ge". The singers are all in national choirs, and the
voices are basically unadulterated, simple and pure.
The second voice is close to modern pop music such
as jazz. The third is the voice of foreign classical
singing and the Chinese traditional singing. Most of
the singers are professional groups, music
academies, and college choirs. They all express the
characteristics of classical chorus in the East and
West: they are soft, lyrical, beautiful, harmonious,
mostly vocal and semi-acoustic.

3.2

Vocal Method

The vocal method of the choruses in the grand
contest is diverse. Due to its multi-voice
characteristic, the vocal method is based on the
chorus works themselves and the singing ability of
their singers. However, the development of
vocalization method is according to guidance or
conduct, and the performance ability as well as the
overall working together of the chorus (Yang, 2002).
In order to achieve the unity, harmony, and overall
balance and special effects of the voice, the choirs
who were selected to participate in the National
Youth Song Competition invited famous national
conductors and vocal guides. For example, the
artistic director of the Inner Mongolia Youth Choir
is the conductor Aaron Göhler. The Haizheng Song
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and Dance Troupe invited art director Meng Dapeng,
while the People's Liberation Army Art Academy
invited Sang Yesong, the famous conductor. Peiyang
Chorus of Tianjin University invited Ren Baoping,
Wu Lingfen, etc. to train, such as in circulatory
breathing, and the use of the overall chest and
abdomen breathing method. In the rehearsal, they
had strict requirements of vocal method for each
chorus member. We have seen multiple voices in the
rehearsals, such as the "Cannon" and "polyphonic"
vocalization method, "soft and harmony"
vocalization method, and vocal practice method
specially formulated for different singing methods.
For example, the Inner Mongolia vocal method use
the long tone of primitive freedom as the basis of the
chorus. "Dong Zu Da Ge" is a "second-level
vocalization". This chorus inherits the traditional
culture of the Dong ethnic group. Using various
vocal methods can lay a foundation of vocal range
and shades of sound for many chorus groups.

3.3

Pitch

A chorus depends on the ideal tone, good pitch, and
accurate rhythm (Yang, 1982). The most basic of
these is the requirement for pitch. Since the chorus
works more often with multi-voice elements, the
pitch is often subject to a variety of factors such as
speed, rhythm, harmony and melody constraints.

3.3.1 Speed
Under normal circumstances, the singing speed can
be too fast, and the emotions are easily excited,
causing emotional and intellectual imbalance. If not
controlled, it will cause the vocal organs to be
nervous, the breath to be too shallow, and the pitch
too high. On the contrary, if the speed is very slow
and becomes weak, the breath lacks support, the
vocal organs are too loose, and the pitch can easily
be low. (Shi, 2000) For example, “Hebei Laoxiang”
sang by the Choir of Industrial and Commercial
College in Hebei University, which is an adaptation
of "Hebei Bangzi". Its melody span is very large (5
degrees or more). This work has many variations.
Especially in the last part of the work, there are
repeated and gradually accelerated designs.
Inevitably, the intonation of the chorus members is
unstable during the long span singing which is
gradually accelerated. The speed and melody span of
the chorus inevitably affected the pitch.

3.3.2 Rhythm
The rhythm plays an important role in the pitch. In
the case where the voice is constant, the pitch is
generally not easy to stabilize. For example, When
the Blue Power Chorus sang "As Long As I Have
Music" , the rhythm of the whole chorus affected the
singing of the whole group. The chorus consists of a
rhythm which is alternating in length, and is a
combination of tension and relaxation. During the
performance, the members of the team are not aware
of the dynamic factors that affected the rhythm, so it
was easy to reach an unstable pitch. Therefore, a
good pitch is associated with a good sense of
rhythm. When we grasp the core of the rhythm, we
will grasp the accurate pitch.

3.3.3 Harmony
Chorus is composed of multi-voice elements. When
there is frequent transition of voice, the pitch is most
likely to be unstable at this time. The premise upon
which a singer sings well is by mastering the
harmony of the pitch, as this helps the singer to
achieve a stabilized pitch (Yang, 1982). When the
harmony intensity changes, it is often necessary to
make adjustments in the pitch, so the chorus
members will experience a sense of harmony. The
feelings of harmony has a direct impact on the
chorus pitch, especially in the process of singing
when the harmony changes, the singer needs to pay
great attention to the pitch. The most common two
cases are: 1. Non-acoustic part does not match the
acoustic part, so that the overall harmony lacks the
artistic appeal of the sound. 2. Non-acoustic part is
affected by the change of acoustic part, which has a
negative effect on the overall harmony. However, in
the chorus contest, the harmony effect produced by
the acoustic and non-acoustic part made us marvel at
the whole chorus group. In the whole performance
of the Dong Zu Da Ge chorus group. the harmony
was very obvious. We could hear the effect of the
two harmonious sounds which were very pure. In the
case where one of the voices did not change its
pitch, the other voice was alternately converted into
a first degree and a second degree voice. This
produced the effects of collision between harmony
and disharmony. The fierce collision between the
sound effects could be heard up to a few minutes. In
the choral art at that time, such a subtle design of the
harmony effect was rarely heard of. It is really
beautiful. We all know that the changes that happen
for a long period in the second level of voice do not
interfere with each other, thus the difficulty level is
quite high. Generally speaking, when the differences
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in the second voice are sung, the non-acoustic part
will be affected by the change of the acoustic part.
These few minutes of effects which brings about a
stable harmony can only be honed in a few years.
The song "The song of cicada in May" of the Dong
Zu Da Ge maintained an amazing harmony effect in
the singing, and the collision between harmony and
disharmony added a greater artistic appeal to the
song.

3.3.4 Relativeness of Pitch
In chorus singing, the pitch problem can be listed as
one of the primary factors to ensure the quality of
the chorus. The relative pitch concept generally
plays a stable role in the pitch of the acappella. We
cannot always talk about physics when explaining
the pitch of the chorus. We cannot talk about the
"absolutely unchanged" pitch concept. That is to say,
the so-called "absolute accuracy" without harmony
is meaningless in practice. For example, there are
many acappella choruses in the contest. We all know
that an acappella chorus mainly relies on vocals or
some instruments to perform. The relative stability
of the pitch in the performance is one of the most
important parts of assessing the acappella. For
example: Inner Mongolia Youth Choir's "Meng Gu
Xue" is a very difficult chorus work. The beginning
part is entered with unaccompanied vocals. During
the singing, the voices are alternately changed. The
pitch between the parts are slightly heard. There was
deviation, but was soon adjusted to the normal state
by the relative polarity of the pitch. This is the
characteristic of the prominent chorus group. The
chorus part of the song showed the working together
of the matouqin and the vocal part. This collision of
the characteristic musical instrument and the vocal
depicted the innate fusion of the Mongolian people's
natural sounds and the vast and beautiful grassland.
Finally, returning to the unaccompanied vocals, the
vocal singing is more difficult at this time. This is
because the whole chorus is based on the voice part,
imitating the sound of the horse galloping on the
grassland, the sound from far and near, and from
high to low. It is a good use of the relative
characteristics of the pitch. We can hear the human
voice depicting the picture of nature.

3.4

The Language of Singing

The language of singing is the product
combination of literary language and
language. Language is the basis of singing.
2006) There are quite a lot of Chinese
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(Wang,
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language. Language understanding, and accurate
pronunciation is an important part of chorus. The
characteristics of multi-ethnic language make
Chinese chorus works have a very rich and diverse
national style, which plays a very important role in
the formation and development of Chinese chorus
style. It has become a chorus of multi-language style
and singing techniques. Therefore, we must master
the chorus language. For example, the Nankai
University Student Choir sang "Hunting the Spirit"
and used a large number of national vocals,
combined with a beautiful melody to accurately
express the unique cultural characteristics in
northern Shanxi.
The beauty of language is often used in Chinese
poetry. Listening to the language of singing will
have a beautiful and fascinating feeling. This is
Chinese music creators have incorporated poetry
into the creation of chorus. For example: Hebei
Communication University Choir's "Yi Qin and
Lushan Pass" portrayed the characteristics of
Chinese poetry language which are the "collecting",
"releasing", "urgent" and "slow" of the rhythm and
harmony. It is often said that the rounded and
harmonious chorus sound, accurate pronunciation
combined with training method will make the
singing language perfect. Some even adapted folk
songs, utilizing its lyrics and words in the chorus,
thus highlighting the unique Chinese chorus. Some
of these words generally have no practical meaning
in the language of singing, but plays a role in
depicting language and enriching the content of the
works. For example, the "Bao Shu Tune" of the
Shandong University Yangge Choir. This is a chorus
with lines and words that are based of Shandong folk
songs. There are many words in the lyrics; for
example, "land", "that", "lengleng", etc. which sound
natural and fun. However, some chorus works are
very difficult, and the language is quite difficult to
grasp. For example, the Balaiji sung by the Peiyang
Chorus of Tianjin University. This unaccompanied
work is very difficult from the aspects of music,
singing, sound techniques, etc. However, the artistic
level of the performance of the Peiyang Chorus of
Tianjin University is quite prominent. The difficulty
level is increased by the difficulty in the change of
tone and sound technic. The lead vocal part should
have been influenced in terms of singing language
and impromptu emotional expression. However, this
work has achieved great success in concerts
performed abroad. This shows the singing language,
singing skills and emotional expression are mutually
interactive.

Explore the Harmony in Chinese Contemporary Choral Art: "CCTV National Young Singer Grand Prix" as an Example

4

CHORUS SINGING STYLES

Choral singing is of great importance in choral art.
Every choral member should skillfully use "Choral
Singing" to sing. A deep understanding of "Choral
Singing" will play an important role in the effect of
choral art.

4.1

Bel Canto

Bel Canto, which has been recognized by the world
as a scientific method of vocalization, not only for
solo, but also for chorus. There are many singing
styles in Bel Canto chorus singing, such as: "musical
chorus", "half-voice singing", and "pop chorus". In
the "half-voice" method, the singer needs to control
the volume of the vocals by singing with a softer
voice. This is one of the more popular singing
methods in Europe at this stage (Yang, 2008).
The audience of Bel canto chorus is very wide,
which has greatly promoted the development of
chorus art in the whole world. This is especially
evident in China. For example, one of the works in
Youth Singer Competition, the “Caoyuan Muge”
performed by Shanxi University. Most of the
“Caoyuan Muge” in early Chinese competitions
were close to folk style singing. The “Caoyuan
Muge” heard in this Youth Singer Competition has
achieved the unity of Bel canto singing with the folk
style. I think the reasons are the artistic tension of
bel canto itself and the contrast of tone color is more
suitable for grassland. Another reason is that, most
of the chorus singers in Chinese universities have
learned how to use Bel canto to perform chorus.
This kind of performance will not lose the song’s
folk style. At the same time, the expression of the
voice has been improved. The students from Shanxi
University have mastered these advantages in this
competition. They presented us a Mongolian chorus
in an international style. The chorus singing method
of “Dajiang Dongqu” and “He Is Standing Guard
There” is Bel canto with native characteristics; while
the chorus works “Nvzhen Shenqu” from the
Northeast Normal University Choir and “Youyin
Shiren” from the China University of Mining
Technology Choir are all traditional western singing
works. These works have been carrying the
inheritance concept of Bel canto for hundreds of
years. They are very classic and decorous. What
they convey to the audience is a distant, solemn and
natural sound picture. The singing of such works
should be carefully chosen. If the singing method
deviates from the core content of the works, the
beautiful harmony of music will be defective.

4.2

The Original Native Chorus
Singing Method

Contemporary Chinese chorus not only contains
profound Western classical chorus singing works,
but also the "original" chorus singing works of
China's natives. The original chorus, through the
influence of Western chorus, produced various kinds
of styles. The original native chorus singing method,
for example Dong Zu Da Ge, is a multi-voice
performance with no conductor, and no
accompaniment, and the rhythm is not fixed. This
song has a long history in China and it has been
passed down orally, based on the people's memory.
The villagers in the whole village formed their own
singing groups, not only according to the sexes,
male and female, but also according to different ages.
People learned to sing songs. Even from childhood,
the males and females started to form their own
singing groups. Upon entering adolescence, the
vocal songs between the male and female singers
increased, and the difficulty level also gradually
increased to the level that we see today. Their voices
are like the beauty and splendor of the sky.

4.3

The Original Native Chorus
Singing Method

Folk Chorus Singing is a unique singing method that
integrates various Chinese ethnical vocal music art
forms. Some of the singing is a combination of
Chinese traditional opera singing and Bel canto
singing. As a diversified and integrated singing art
form, folk singing is popular with local citizens.
Folk singing has several characteristics, such as:
broader ranges, brighter voice, more intimate
language pronunciation habits, diverse singing styles,
etc.
There is a group of ethnic chorus singing which
is the Xiaoshuijing Miao Peasant Choir in Yunnan.
They reflect the unique characteristics of the Miao
peasant. This chorus group is composed of more
than 40 Miao farmers, who have simple appearances.
They have a singing voice that is very pleasant. It is
very touching to the audience. Their singing is based
on the Bel Canto's ethnic singing method. Without
professional training, the chorus work "Ci Gang" is
very complete, and won the judges' high praise in
CCTV's competition. It won the 13th place. The
singing of the Xiaoshuijing chorus group was trained
since a young age. This tradition was started by
European missionaries in Xiaoshuijing Village and
were passed on to the villagers, then from generation
to generation. Their voice concept is still very stable.
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The singing voice is clear. It has a very simple voice.
It is a very good representative of the ethnic chorus
singing. Therefore choosing chorus singing is a
group's traits, and the best use of this trait is another
important way of achieving harmony in chorus
singing.

5

CONCLUSIONS

Through the National Youth Singer TV Competition,
we have seen the excellent works, performances,
singing, and voices of Chinese chorus in recent years.
The way to explore harmony in Chinese
contemporary choral art is to explore from the
perspective of competition. This includes the chorus
synergy, chorus singing styles and chorus singing
techniques. It shows that Chinese choral art is
constantly improving with the development of the
times. The artistic appeal of choral art can be
enhanced through the different nature of choral art
and the possibility of collision. The discussion on
harmony in chorus singing in this article is by no
means an exhaustive one. Other discussions on
harmony in chorus singing are needed and must
continue. However, the author will continue to study
the related topics of choral art harmony in the future
work in order to make new contributions to the
development of research in this field.
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Abstract:

“Perang Kembang” is a battle scene between the knights against the giant in wayang performance. A knight
who has soft and gentle movement is in stark contrast to the giant who has a rugged and attractive
movement. The two contrasting characters can represent a very interesting and beautiful war scene, so this
war scene becomes a scene awaiting by the audience, as well as a scene capable of showing the skill of the
Puppeteer in the art of puppet movement. This study aims to transform the beauty of wayang movement in
the “Perang Kembang” scene into digital silhouette animation. The results of the artistic identification of
different movement patterns found in the wayang movement of the "Perang Kembang" scene became the
basis for digitally exploring the silhouette animation. The problem studied is how to transform the beauty of
the wayang movement in the “Perang Kembang” scene into the digital silhouette animation. This research
was conducted using art-based research methods, by experimenting with the motion of digital animation
based on the pattern of movement of the shadow of the “Perang Kembang” scenes. The results of motion
experiments show that the artistic transformation of the "Perang Kembang” scene can be digitally performed
with two-dimensional puppet-based animation techniques.

1

INTRODUCTION

Wayang kulit (shadow puppet) have long been an
inspiration in making animated films. Wayang itself
is included as one of the forerunners of animation
before the film era. This was confirmed by Dwi
Koendoro who looked at wayang as the precursor of
modern animation (Koendoro, 1998). Many figures
in the history of animation inspired by wayang,
including Walter Elias Disney, founder of Disney
Studio, were inspired by wayang kulit in their
animated careers (Khia K.K, 2009). Wayang
animation or better known as shadow or silhouette
animation has long developed and become one of
the important genres in animation.
Lotte Reiniger (1899-1981) was an animated
artist from Germany who became one of the
pioneers in silhouette animation. Lotte Reiniger is a
female animator who has made more than 38
animated silhouette films throughout her life
(Furniss, 2017). Like Walt Disney, an interesting
fact is that Lotte Reiniger was inspired to make a
silhouette animation as soon as she saw a puppet
show from China. But he was more fascinated by the

performances of Javanese shadow puppets which
were performed at the International Exhibition of
Modern Decorative and Industrial Arts in Paris in
the Dutch Pavilion in 1925 (Prakosa, 2004). One of
the famous animations made by Lotte Reiniger is an
animated silhouette titled "Adventures of Prince
Achmed" in 1926. In the present era, one of the
award-winning silhouette animation works is titled
"Invention of Love" by Andrey Shushkov of Russia
in 2010 (Shushkov, 2010). Like the wayang which a
shadow performance is, which is the power of this
type of animation is in the game of shadows or
silhouettes that give the impression of "mystical"
and "sacred". The difference is that in the shadow
puppet show, shadows are generated from behind
the screen (kelir) through the play of puppets
highlighted by lights (blencong). Whereas in
silhouette animation, the shadow impression is
captured by frame by frame through stop motion
techniques or made virtually if using digital
animation techniques. But in artistic principles, both
are classified as the art of shadow play.
In the puppet show, the scene of "Perang
Kembang" (Flower War) is a scene of war between
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the knights (Bambangan) against the giant
(Buto/Cakil). The knight who has the character of
graceful soft movements that contrasts with the giant
character who has a character that is rough and very
attractive. However, the two contrasts of the
characters are actually able to display a very
interesting and beautiful war scene, so that this war
scene in the puppet show in the past became a
priceless scene and awaited by the puppet audience
as well as a scene that was able to show the
puppeteers expertise in wayang movements
(sabetan). Whereas in the human wayang show
(wayang wong), the scene of the "Perang Kembang"
in the wayang kulit was successfully transformed
into the form of the Bambangan-Cakil dance which
was also one of the headliners in wayang wong.
Wayang kulit (shadow puppet) and wayang wong
are two different types of performing arts, in which
wayang kulit uses wayang puppets with the
puppeteer (dalang) as the driver and director, at the
wayang wong, it is precisely the people who become
"puppets" and no puppeteer or dalang who controls
the puppets. If viewed from the aspect of motion,
puppet dolls made of leather certainly have
differences in movement when compared to wayang
wong by real people. But the movement of
Bambangan-Cakil dance can transform the beauty of
motion or "sabet" in the scene of "Perang Kembang"
which is the reference. Of course, the process of
transformation of this movement requires the
sensitivity and expertise of the artists to be able to
produce a transformation of puppet movements into
the movements of wayang wong dance who are
different medium but still artistic and beautiful. The
successful transformation of the wayang kulit
movement in the "Perang Kembang" scene into the
Bambangan-Cakil dance inspired the writer to carry
out the artistic transformation of the wayang scene
"Perang Kembang" movement to a more cinematic
animation medium.
With the background above, this study focuses
on how the shadow motion of the puppet scene
"Perang Kembang" is transformed into an animated
silhouette motion. The results of this study were in
the form of experimentation on the motion of
animation based on shadow motion of wayang in the
scene of "Perang Kembang" in the form of animated
two-dimensional silhouettes with digital techniques.
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2

LITERATURE REVIEW

2.1 Wayang Motion Scene "Perang
Kembang"
One of the attractions in shadow puppet shows is the
movement or "sabet" wayang. What is meant by
puppet motion includes, among others: worship,
walking, running, dancing, flying, and war. The
wayang movement is principled on social status,
age, classification, and "wanda" puppet characters
(Darmoko, 2004). Among the various forms of
wayang movement, the most popular of wayang
movement is a war scene. And among various types
of war, the most popular is the "sabet" wayang scene
"Perang Kembang". Because of its popularity, this
scene was used as a reference in the BambanganCakil dance in wayang wong performances. Almost
all of the movements in the Bambangan-Cakil dance
were developed or created based on the scene of the
"Perang Kembang".
"Perang Kembang" is one scene as part of a
puppet show (pakeliran). In the eyes of past
Javanese people, puppet shows are loaded with
cultural symbols. As one of the spectacles, the scene
of "Perang Kembang" has extraordinary charm.
Because, in this scene there has been a physical
conflict between two very contrasting camps,
namely a fight between subtle, graceful figures
against dynamic and attractive figures. (Isharyanto,
2016). The "Perang Kembang" scene is usually
presented in the middle of an all-night show, when
the audience has begun to get bored, tired and
sleepy. In the past, this war scene could be said to be
a flagship scene, which was almost always awaited
by most shadow puppet viewers. Perhaps because
this war scene is very interesting, where in the
tradition of the performance of the Surakarta style is
then called the scene of "Perang Kembang". In the
context of spectacle, the term "Perang Kembang"
can be interpreted as a "èdèn-èdèn" (decoration)
war, superior war, or prima donna war from an intact
puppet show (Isharyanto, 2016).
Wayang movements in war scenes require "big
space" (walking, running, kicking, rolling, hitting,
entering the earth and into the water, and flying).
Puppet movements at the time of war are based on
wewaton (norm). There are several types of war,
namely: "ampyak war", a war of a group of soldiers
or ampyak (together) jointly clearing obstacles or
damaged roads; Perang gagal or "Failed war", war
of two groups of soldiers, one of them strayed;
"Perang Kembang", a war between bambangan or
ksatria with Butho Cakil or giant which requires
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developmental techniques or variations in motion;
and "brubuh war", a battle between two groups that
went berserk. The norms of motion used in each war
are different (Darmoko, 2004). The composition of
the war is based on the sequence of events, namely
the beginning (“Perang Ampyak” and “Perang
gagal”), middle (Perang Kembang) and the end
(brubuh war).
In the "Perang Kembang", a knight figure who
bowed his head (a bambangan figure), refined to
fight against Cakil, he was calm when he did
"gendiran" (beating). Before the knight carried out
the beating, did "prapatan", "jeblos" and "ngantem".
On the motion "prapatan", finally Cakil held his
head and hair and slammed it to the ground.
Gendiran is the knocking of a knight against Cakil
using a hood, a handle to move the hand made of
horn or bamboo). The Cakil movement is "nggero"
(scary, frightening), "nyawur" (throwing sand) and
turning upside down (rolling). Whereas the position
of knight when facing Cakil is on standby
(Isharyanto, 2016).

2.2

Aesthetics of Puppet Motion and
the Principles of Motion in
Animation

The art of motion or aesthetic motion in a puppet
show is often referred to as "sabetan". In the art of
wayang movement there are rules, norms or
“wewaton” which are conventions that are adopted
and referred to by mastermind artists when moving
puppets. One of the conventions of the art of motion
in puppet shows is "Udanagara". Udanegara is a
way of speaking, behaving, and behaving in a
character in a puppet show, which contains ethics and
aesthetics. What is meant by puppet motion includes,
among others: worship, walking, running, dancing,
flying, and war. Wayang movements are principled
or guided by social status, young people (age),
classification, and the character of puppet figures. In
the art of wayang motion also pay attention to the
principle "wiraga" (true and precisely action in
motion), "wirasa" (true and precisely appreciation in
motion), and "wirama" (true and precisely rhythm in
motion) (Darmoko, 2004).
Ismurdyahwati (2007) has carried out research
specifically related to "sabet" or motion in purwa
shadow puppets using the visual language approach.
He divided the motion into three different types of
motion. Where the various types of puppet
movements determine the character type and
personality of the puppet characters. Grouped in
three important parts: gesture (body language),

transition (one movement to the next movement) and
war (war scene). Furthermore, specifically for the
war scene, based on the scenario made by the
pedhalangan Habirandha school, there were thirtytwo Yogyakarta puppet-style war movements. Body
movements include movements, attacks, throws,
stabbing, killing and falling movements, which are
common in wars. Movements are grouped in general
groupings, namely attacking movements, dodging
movements and falling movements, and this applies
to all characters or all individuals (Ismurdyahwati,
2007). Her research comprehensively also succeeded
in finding 40 types of 'motion language' of shadow
puppets, namely the wayang kulit visual language in
a 'silent' position or embedded in 'the universe of
wayang' and found the visual language of wayang
kulit in a moving position or in the form of “sabetan".
Whereas in the research conducted by Darmoko
(2004) concluded that puppet motion consists of two
senses, "broad" (totality of movement of characters)
and "narrow" (war); puppet movements are limited
by conventions (norms) agreed upon by puppeteer
(udanegara); the principle of puppet motion refers to
social status, age (young-old), classification, and
wanda of puppet figures; the movement of puppets
today has a lot of cultivation, dynamic. The
development of the puppet motion is in line with the
mindset of an increasingly advanced, critical and
dynamic society.
More specifically, the so-called "sabetan" (puppet
motion) comes from the word "sabet", which means a
messenger, sebat; disabet means embellished,
insulated, framed; ‘Disabeti’ means to be broken;
"Nyabet" means dropping a card, "doing" shadow
puppets; and "sabet" in krama inggil means sword.
Understanding "sabetan", nyabet that is referred to is
"doing" the shadow puppets moving, running,
playing the puppet puppets. Puppet movements
involve how characters speak, behave, and act in
their relationships with other characters. In a puppet
movement there is a change or change in the body or
a small part of the body of puppets.
Whereas in animation, motion aesthetics in many
animations refer to twelve principles of animation
developed by Walt Disney Studios in the 1930s. The
principles were outlined in detail in the book The
Illusion of Life: Disney Animation (1981). The
twelve principles also helped to transform animation
from a novelty into an art form and become the
artictis standart for traditional animation. By
applying them to their work, these pioneering
animators produced many of the earliest animated
feature films that are now considered timeless
classics such as Snow White (1937), Pinocchio and
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Fantasia (1940), Dumbo (1941) and Bambi (Ghani &
Ishak, 2012). Although the principles were developed
for traditional hand-drawn animation, they also apply
to both two-dimensional (2D) and three dimensional
(3D) computer-based animation. John Lasseter
(1995) still uses twelve traditional Disney animation
principles when making the first feature length 3D
computer animation "Toy Story" in 1995 (Lasseter,
1987).
In conjunction with wayang, Ghani and Ishak
(2012) in their study concluded that there was a very
close relationship between the 12 animated principles
of Disney and wayang kulit. Even stated that "it is
strongly believed that Walt Disney studied and
adapted the 12 principles of animation from wayang
kulit” (Ghani & Ishak, 2012). The twelve principles
of animation are: squash and stretch, anticipation,
staging, straight ahead action and pose to pose,
follow through and overlapping action, Slow in and
slow out, arc, secondary action, timing, exaggeration,
solid drawing, and appeal (Frank Thomas, 1981).

3

RESEARCH METHODS

This study will use an experimental art approach or
art-based research. In the context of art research, artbased research or practice-based research requires
the involvement of researchers directly with the
object under study (the researcher is involved
intensely with the artwork that he is about to create).
Intense involvement in the process of creating
artwork requires artistic ability and experience as the
creator of the work. This position in the view of
Carole Gray and Julian Malins (2004) places artists /
designers as reflective researchers. (Gray & Malins,
2004). The stages to be carried out in this study
include: puppet motion observation of the "Perang
Kembang" scene to classify the pattern of puppet
motion,
followed
by
exploration
and
experimentation of digitally animated puppet
movements, then applying the results of
experimental motion into 2D digital animation.

4
4.1

RESULTS AND DISCUSSION
Classification of Character
Movements and Puppet Motion
Scenes "Perang Kembang"

The character of the puppet figure (body shape)
greatly determines the main movement and character
of the character. Apart from body shape also: eye
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gaze, how to stand, nose shape, hair style, and
equipment attributes that are worn. The types of
puppet characters are classified into seven main
characters that determine the personal identity of
each character (Heru S Sudjarwo, 2010).
 Alus or alusan (refined, courteous, courteous),
who has a whole character (has a personality
with a careful and polite attitude) with a
marked on the body shape of a standing
position with a downward gaze. Examples of
these characters are Arjuna, Pandu, Rama, etc.
 Lanyap, having a person like loneliness is only
more aggressive, with a marked on the body
shape of the standing position with the eyes
gazing forward. Examples of these characters
are Krishna and Karna.
 Gagah, or Stout, has a muscular body shape
with round eyes (thelengan) Examples of such
characters include Bima, Gatotkaca, Baladewa,
etc.
 Gusen, has a muscular body shape and visible
gums on its molars. This character is more
aggressive and inconsistent. Examples of these
characters include Cakil, Durmogati, etc.
 Danawa, giants with large and fat bodies, for
example Dasamuka, Rahwana, etc.
 Wanara, monkeys like Hanoman, Subali,
Anila, etc.
 Dhagelan or comedian, including Semar,
Gareng, Petruk, Bagong, Cangik, Limbuk, etc.
In the wayang both wayang kulit and wayang
wong, the embodiment of the figure of the mosaic is
usually "luruh" meaning that it is bent (not looking
up) with a slim and small body (mbambang).
Bambangan is a symbol of a handsome-looking
knight figure who is all-smooth in everything,
including: behaviour, ways of speaking, content of
speech, and mindfulness of his character. Knight
figures that included mining included Sumantri,
Rama, Laksmana, Palasara, Pandu, Arjuna,
Abimanyu, Irawan, and Priyambada. Gagah
(gagahan) puppet figures such as: Gandamana,
Salya, Bima, Gathutkaca, Antareja, Kakrasana, and
the like are not commonly referred to as bambangan,
even though they are classified as knights. Apart
from gagahan figures, related to the "Perang
Kembang" or Bambangan-Cakil, handsome figures
who are small and slim but look up (lanyapan) are
also not commonly referred to as bambangan. So
that the warrior figures such as: Karna, Nakula,
Sadewa,
Truthajumena,
Narasoma,
Kresna,
Wisanggeni, and Samba, for example, are not
included in the figures of Bambangan because their
face features look up.
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The figure of bambangan in the "Perang
Kembang" in this study is Arjuna who has the
character "alusan" or "luruh" who opposes Cakil
who is classified as a "gusen" character whose
behavior is very attractive. The contrast between the
two characters eventually became an attraction in the
"Perang Kembang" scene which was adopted into
the Bambangan-Cakil dance.

Dancing
(Transition
Movement)
Flying
(transition
movement)
Attack and
resist
attacks
(War)

Figure 1. The Arjuna figure (left) which is classified as an
alus/luruh and Cakil character (right) is classified as a
"gusen" character.

Evade
(War)

Motion analysis in this study was carried out
based on the category or classification of motion
carried out by Ismoerdijahwati based on the results
of his dissertation entitled "The shadow performance
of wayang kulit purwa in the study of "motion"
visual language (Yogyakarta Style Parta Krama)" in
2007. Ismurdyahwati (2007) classifies the types of
puppets in three important parts: gesture (body
language), transition (one movement to the next) and
war (war scene). Ismoerdijahwati describes the
classification of puppet movements in descriptive
form. In order to facilitate the analysis of the motion
of the "Perang Kembang" scene and the Cambangan
Bambangan dance, the classification of motion is
shown in the table below.

Fall (War)

Table 1: Classification of shadow puppet movements.
Movement
type
Silence is
stuck
(Gesture)
Sembah or
worship
(Gesture)
Dialogue
(Gesture)
Walk
(transition
movement)

Name of movement
Angapurancang, Methenteng, Malang
kadhak, Malangkerik, Makidhupuh,
Kinkin
Sembah ratu, Sembah karna, Sembah
jaya, Sembah suwunan, Sembah biasa
Hands moving slowly, hands moving
medium, hands moving high and fast
Lampahan dhodokh, walk
slowly/smoothly, walk medium, walk
fast/rough

4.2

Turn around, up and down
Fly high, fly low
Nyepeng (hold hand), Hold the head, or
hands, body (nyikep), Njunjung (lift
your opponent into the air), Mbanting
(drop hard on the ground), Mbucal
(throwing), Mbanting binanting
(charging many times), Cangklet
cengkah (loud jolt), Nglarak (smashing
face into the ground / knee), Ngantem
(hitting up hard), Nyaut (freeing the
forearm), Clapping (freeing both arms),
Nubruk (bumping into opponents),
Jeblosan (storming together), Binten
(kick with knees), Nendhang (kick
melee), Ndugang (kicking high),
Accusation war, Nempiling (slapping
face), Napuk (slapping face for woman)
Nangkis (parrying), Endho aside
(dodging sideways), Endho backing
(dodging backwards), Endho advancing
(dodging forward), Nyolot (jumping)
Jungkir (forward salto), Koprol (back to
back), Jlungup (fall to face), Nggeblag
(falling backwards)

Wayang Motion Scene "Perang
Kembang"

The analysis of the puppet motion in the war scene
begins with analysing the puppet motion, which is
divided into three main parts, among others;
1) The meeting between Arjuna and the Cakil in
the middle of the forest or road, where the
Cakil intends to block the road or the goal of
the knight, followed by a scene of dialogue
mutually challenging between the two.
2) The occurrence of a war that began with
scenes of gendiran or dance to attack each
other. This round of war can be divided into
three main parts, namely; early war, tuding
war, and weapons war.
3) Climax scene where the Cakil is killed by his
own weapon. By using the puppet motion
classification as described previously, an
analysis of the puppet motion from the
beginning to the end is carried out. To clarify
the analysis of the motion of the "Perang
Kembang", the data from the analysis are
tabulated based on the table in the following.
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Table 2: Tabulation of puppet movements "Perang
Kembang"
Motion of Arjuna
- Plugged in, hands
danced slowly.
- Hands move slowly
- Silence is stuck with
an honest hand
position.
- Fend off by hitting
(ngantem) with one
hand.
- Arjuna shot off the
screen chasing
Cakil.
- The body turns back
in an unfortunate
position of the
pebble.
- Holds Cakil's head,
turns back and is
knocked into
gunungan (njeblos).
- Catch the head from
behind and bang it
on the ground
(njeblos).
- Hit with a cover
from the front and
back with the body
position like
floating.
- Njeblos with
accusations
- Mbanting right and
left
- Ndugang hard

- Standing with the
poor position of the
kadhak.
- Avoiding aside from
the attack of the
Cakil keris.
- Hold the dagger by
hand and push it
forward.

- Detain and hold
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Motion of Cakil
- Dance, move right and left,
up and down with medium
to fast tempo movements.
- Shot off the screen.
- Return to the screen with
the sad position of Kadhak
and attack Arjuna with a
crash.
- After that fall backward
(nggeblag) at Arjuna.
- Move to attack by biting
Arjuna's head, kicking
(ndugang) hard and
ngantem.
- Biting Arjuna's neck and
back.
- Back to bite Arjuna's head
and thighs.
- Attack with a prophecy
- The head fell and the body
fell down
- Shot off the screen.
- Attacking from the front and
back with variations of
nubruk, ngantem, nendang
and ndugang.
- Falling Salto because at
Arjuna.
- Crawl fast after falling and
return to the poor position
of the kadhak.
- Attacking from the front and
back with variations of
nubruk, ngantem, nendang
and ndugang.
- Falling and crawling in pain
- Silence is stuck
- Pulling the keris and
swiping it in your hand
- Turn the keris around
- Throw the keris up and be
held with the head.
- Dancing while walking
away from the screen.
- Enter the screen quickly
while stabbing Arjuna with
the keris in the hand.
- Repeatedly attack with a
dagger with fast
movements.
- Falling behind (nggeblag)
because of Arjuna's
encouragement.
- Do a final stab or attack.

Cakil's hand.
- Stab the keris to the
Cakil body.
- Silence is stuck with
an honest position

4.3

- Fall with the keris piercing
the stomach / chest.
- Dying to embrace Arjuna's
body
- Slowly backward.
- Cakil was killed

Puppet Motion Experimentation

The experimentation of motion was carried out using
adobe animate 2018 software. The step of the
motion experiment began with:
1) Create a silhouette model of Arjuna's character
and Cakil character. To get detailed silhouette
character modelling is done in Adobe
Illustrator. In Adobe Illustrator the parts of the
model are also separated.
2) Gives bone to character. This process is quite
complex, and the researcher must make several
attempts to determine the appropriate
connection so that when the character is moved
it is easy to control while being based on the
motion of the puppet which is more dependent
on hand movements. However, in this study
bone or armature/rigging vector is not only in
the hands of puppets. To produce more
animatic motion, joints are also carried out on
the head, waist and legs.
3) Conduct experiments on various puppet scenes
in the "Perang Kembang". This stage is based
on observing the video of the scene of the
"Perang Kembang" puppeteer by Ki Bayu Aji
Pamungkas.
4) Make an animation per scene "Perang
Kembang" based on a predetermined
classification of motion.
The following are pictures that explain the
experimental process of transforming the shadow
motion of the "Perang Kembang" scene into
silhouette animation.

Figure 2. Arjuna and Cakil puppet modeling (source:
personal document)
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Figure 8. The climax scene, Cakil was killed by his own
weapon (source: personal document)

Figure 3. Cutting for puppet joints (source: personal
document)

Figure 4. Arjuna and Cakil puppet armature processes
(source: personal document)

The following is an example of silhouette
animated sequence images based on the shadow
motion of the puppet scene "Perang Kembang".

5

CONCLUSION

Based on the experimentation of the animated
motion of the "Perang Kembang" scene, it can be
concluded that the transformation of motion is very
possible in animation even though it is different in
medium. The aesthetics of puppet motion must be
understood by animators before carrying out motion
transformation so that the beauty of puppet motion
can be transformed into animation. But animators
must also be sensitive to artistic language in
animation (12 principles of animation) which is also
different from the language of puppet movements
even though they are interconnected. Thus the
possibility of more animatic movements can be done
in animation because of wider and unlimited motion
control on the animation medium. The silhouette
animation is one of the best choices to be able to
carry out the artistic transformation of the shadow
puppet scene of the "Perang Kembang".
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Abstract:

The political crisis in 1998 had created feelings of anxiety and fears for Indonesians people including artists
and cultural activists. When many people remained their feelings unspoken because of high political pressure,
artists and poets in West Java channelled their feelings through artistic works. Nyiar Lumar festival in Ciamis,
West Java, is a biennial event created in this situation for the first time in 1998. Later, it becomes one of the
biggest festivals in West Java as it has attracted thousands of people attending the series of art activities in the
long day activity. Not only succeeded in creating outstanding artistic work, but also Nyiar Lumar has become
a symbolic work that brought its audiences into new ‘myths’ of historical, political, and cultural glory of
Sundanese in the past. Located in a historical site of old Sundanese Kingdom, Astana Gede, Ciamis, Nyiar
Lumar uses traditional and natural artistic elements representing old symbols that have conveyed the
Sundanese audience to celebrating their cultural glory in the past. Besides, the festival is also a medium for
the youth to learn their tradition. This means the festival is a bridge for transmitting Sundanese tradition and
its values to the younger generation.

1

INTRODUCTION

Art festivals, according to Waterman, are cultural
commodities in which culture is contested (1998: 55).
As a country with cultural diversity, art festivals in
Indonesia are about celebrating cultural identity
expressed in ritual practices and tradition including
religious celebration, harvest festivals, sea festivals,
carnivals or street festivals. They are cultural
commodities on one hand, yet they are cultural
identity formation on the other. Each year many art
festivals are held in a variety of events across the
archipelago, both old practices and new-created
forms. Festivals are ubiquitous. Some of them were
emerged and created in the post-reform era following
the vibrant of the revival of tradition as a result of
political change of the country in which
decentralisation policy demand uniqueness of locality
in each region of Indonesia (see Lahpan, 2015). Thus,
festivals as a cultural attraction are placed as an
important facet of the locality which significantly
expresses cultural identity.

In West Java, art festivals are also salient in public
spaces. One of them is Nyiar Lumar festival. Nyiar
Lumar was born during the political crises in 1998,
located in Ciamis, West Java, as a response to the
political situation at that time. The event was initiated
by the small circle of a theatre group called Teater
Jagat, a group from a senior high school, SMAN 1
Kawali, Ciamis. Further, this initiative got a lot of
support from Sundanese artists, poets, and cultural
activists in Ciamis in particular, and West Java in
general.
Political crises in 1998 had stimulated fear and
anxiety in social life among society by which the most
obvious movement is students’ demonstration in
almost every city in Indonesia, including in Bandung.
Meanwhile, in a small town like Ciamis regency,
some artists, poets and cultural activists chose to go
to the isolated place of the historical and sacred forest
(Sundanese: leuweung karamat or tabet) called
Astana Gede in Kawali, where inscriptions of old
Sundanese Kingdom, Galuh Kingdom sited. They
spent days to get together for informal conversations
and expressed artistic works through poetry reading.
Further, they planned to create art performance to
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express their unease feelings of political tense
through artistic works, especially by reading poem
and theatre performance which later named after
“Nyiar Lumar”.
“Nyiar” means “looking for” and “lumar” is a
kind of mushroom grown in the forest by which it is
luminous in the darkness. Literally, it means “looking
for bright mushroom”. This mushroom could
beautifully illuminate the dark night in the forest by
its glowing light. The philosophical meaning of the
words is that people should always find the light
through the darkness in their life (interview with
Suwarna, 4 May 2019).
After a short preparation, they held the first Nyiar
Lumar on 20 Mei 1998 amid the very high tense of
the political state. At the same time, unexpected
audiences came from Bandung and Tasikmalaya to
attend the event. They were university students and
artists who got information through words of mouth.
They left Bandung and joined the event in Ciamis
after participated in the big demonstration of May
1998.
In the tense political situation, security officers
from the military army of Ciamis branch warned them
not to make the performance as a political action. If
there were a political statement such as appeal to
Suharto to step down from his presidency, the crowd
would be arrested by a military officer. Performance
activity was surrounded by this tense and unpleasant
situation yet they continued the performance until
dawn. In this particular circumstance, the
performance is undeniably a political statement in
artistic form despite there was not a specific statement
about Suharto’s step down.
Besides as an artistic form, Nyiar Lumar is also
singular because of its distinctiveness in its venue in
the sacred forest with full of mythical elements and
the stories created to tell through performance by
which the story is highly political, that is about the
Bubat war, one of the controversial stories in
Sundanese history. This event has inspired Godi
Suwarna, one of the founders of Nyiar Lumar, to
write down the Sundanese novel based on this place,
entitled Sandekala (1998) as we will discuss later.
This paper explores the meaning of art festival in
relation to the vibrant of the revival of tradition and
celebrating local identity in the post-reform era, by
taking the Nyiar Lumar festival in Ciamis regency as
a case study. The data were collected through
observations and interviews during October 2018April 2019.
Despite their ubiquitous, art festivals are almost
neglected in the scholarship. In fact, the festival does
not something that stands alone as artistic forms. It is
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intersected with various factors of interests including
politics, economy, ideology, and cultural expression
itself. In relation to this, Waterman (1998) discusses
art festivals as intertwined interests between cultural
politics, industry and art expression. Here, the festival
is defined and controlled by stakeholders including
the government, industries, and others. It is also the
destination culture of tourism. In its wider impact, the
festival is not just a ceremony or event, it is a place to
sound a political choice of silenced voices and to
strengthen a community bound (Fernandez, 2006).
This is also we found in our research of Nyiar Lumar
festival.

2

“NYIAR LUMAR” AS A
SYMBOLIC POWER OF
TRADITION

Shortly after its first debut in 1998, Nyiar Lumar got
wide attention from audiences across West Java, even
later national and international audiences came to the
event. The latest festival was held in October 2018 as
the tenth festival in 20 years (1998-2018). It was the
biggest event ever. There are several reasons why this
festival got big attention from various groups of
audiences hence it is unique and special, as we shall
discuss below.
The unique characteristics of Nyiar Lumar
compared to other festivals are its choices of very
local vocabularies in presenting the concept of the
festival. When other festivals choose a contemporary
form to make it attractive, or a combination of
traditional and contemporary, Nyiar Lumar
completely uses old, traditional and local symbols.
First, the main event of the festival held at night
started after isya around 8 pm until dawn; second, as
a night event, it needs light and it uses the traditional
light from bamboo called “obor” (Indonesian) or
“oncor” (Sundanese). It is a torch made from bamboo
with a wick burned by liquid fuel in the middle. This
obor becomes the most prominent symbols of the
festival as it needs hundreds of obor to light up the
whole series of event. In the last festival in 2018, they
need 1000 obor. Third, the choice of the place for the
event in a sacred forest of Old Sundanese Kingdom
makes this festival even has more symbolic power of
tradition. This is complemented by the concept of
performance which only performs traditional
performance: traditional music, theatre and dance.
The iconic traditional dance at the peak of the
event is Ronggeng Gunung with the only old lady
dancer left named Bi Raspi who comes from a very
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remote area of Pangandaran regency. It is played
around 3 o’clock in the morning until dawn. The
characteristic of Ronggeng Gunung fits with the
distinctive feature of Nyiar Lumar. Ronggeng
Gunung is nearly extinct Sundanese traditional
performance. It is a dancing played by singing with
the unique voice of Bi Raspi. Meanwhile, dancing
movement is very simple with a particular pattern so
everyone among the audience could follow. Bi Raspi
as the star was dancing in the middle of the open stage
on the ground as commonly found in a traditional
performance. Afterwards, some men dancers wore a
sarong and headband dancing in a circle in clockwise
around her (Nopianti, 2014: 85). In the long run,
anyone in the audience could join the dance. This is
to be done during the rest of the night until dawn. The
close interaction between dancer and audience as
found in Ronggeng Gunung, following Turino
(1998), called a participatory performance by which
there is no distance between performers and audience.
This participatory performance is common in a
traditional performance. Art performance is not
enjoyed from distance, but it needs involvement,
proximity, and plays together.
Series of the event in Nyiar Lumar includes
several stages: 1) introduction session (ngawalan)
consist of seminar series, cultural dialogue, and street
festivals during the day; 2) walking activity
(lalampahan) by tracking down the particular route
from the local city square to the sacred place of
Astana Gede site started from around 7 pm to 8 pm;
and 3) the main event, the performances (magelaran)
started from around 8 pm in the main stage, in front
of Astana Gede and continued to perform inside the
forest which mostly performed old art forms (seni
buhun) and poetry reading. The several stages of the
festival were closed by two main performances,
theatre performance of Palagan Bubat and Ronggeng
Gunung dance.
There are several aspects in the Nyiar Lumar
festival considered a powerful symbol of tradition. To
interpret these symbols we follow Peircian semiotic
approach with his concepts of icon, index, and
symbol (Turino, 1997; Lahpan, 2015). Semiotics is a
valuable tool for tracing the life signs in situated
society since it enables us to grasp the situated
meanings of sign (Geertz, 1973). For this particular
approach, Geertz suggests.
If we are to have a semiotic of art... we are going
to have to engage in a kind of natural history of signs
and symbols, an ethnography of the vehicles of
meaning. ... meaning in use, or more carefully, arise
from use...an investigation of signs in their natural
habitat... (1973:118-119).

Following this, the interpretation of main signs in
Nyiar Lumar brings the audience to old, historical and
powerful symbols of the past about the Sundanese
kingdom, as symbolised in a place where the festival
takes place, a sacred site of Astana Gede Kawali
where the Sundanese kingdom resided.
Astana Gede site is a historical place of the oldest
Sundanese Kingdom, Galuh surrounded by myths
and stories of Sundanese ancestors, especially the
epic story of Palagan Bubat or Bubat war. Not only
historical, but this story also has a symbolic power of
glory in the past for Sundanese. Palagan Bubat is a
story about the most tragical war between the
Sundanese Kingdom and Majapahit where the
Princess of Sundanese Kingdom killed.
According to Suwarna (63 years old), the story of
Palagan Bubat performed in Nyiar Lumar has evoked
new interest among young students and artists to learn
the history of the Sundanese. They read together some
history books about Sundanese, including Yoseph
Iskandar’s novel. Palagan Bubat is a story about the
heroic princess of the Sundanese kingdom, Prabu
Maharaja, named Dewi Citraresmi or popularly
known as Dyah Pitaloka. She sacrificed herself by
taking her own life when the king of Majapahit,
Hayam Wuruk, wanted to marry her as a symbol of
the mastery of Majapahit to the Sundanese kingdom.
This refusal had caused the attack to the Sundanese
kingdom troupe that accompanied the princess
including her parents in a place called Bubat, in
Majapahit area. After all the troupes were killed, the
princess finally killed herself. She becomes symbols
of pride and loyalty to her motherland, the Sundanese
Empire, and a determination not to surrender to the
mastery of Majapahit (Ekadjati, 2006: 31-39).
In this historical context, the story of Bubat is
index, in Peircian term, for the Sundanese heroes in
defending the motherland from the mastery of others.
It is the spirit of freedom and the refusal of
colonialism although the kingdom was defeated. The
death, as symbolised by Dyah Pitaloka, is more
honoured than giving up the life under other’s
mastery. Meanwhile, the site of Astana Gede that is
believed as a place where the Sundanese Kingdom
resided is an icon for the glory of the Sundanese
ancestor. It was a place where the symbolic hero of
Dyah Pilatoka was born. Moreover, with its symbolic
power of tradition, Nyiar Lumar has become a symbol
of Sundanese history in which the Sundanese people
could refer their story, their identity to this particular
event.
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3

NYIAR LUMAR FESTIVAL
AND THE TRANSMISSION OF
TRADITION

After 20 years, Nyiar Lumar festival has shown the
continuity of the process of transmission of tradition
among the younger generation to learn the Sundanese
tradition and its art forms. Those who involved in the
festival are mostly young people as the festival itself
initiated by young community artist in Ciamis. Artists
and organisers of the festival are mostly from a
university and senior high school students.
Hundreds of students, artists and communities
involved in this event performing a variety of
performance forms including a dance studio, Studio
Titik Dua, that consist of young children. In 2018, at
least there were twenty groups of traditional
performances involved in the event. Among them are
rare and unique art forms, such as Bebegig, exclusive
traditional art from Ciamis. Furthermore, for twenty
years, the audiences coming from different cities in
West Java as well as the communities in Ciamis
always looks forward to the event. They are loyal
audiences who don’t miss attending the event. This
biennial event is worth awaited-event for many
people.
Moreover, in the organisation of the event, for
twenty years, the committee has been changing over
generations yet some of them keep entangled to the
event. Didon (40 years old), for example, is always
involved the festival since he was a university student
until now, and in 2018 he was a manager of the
program. Meanwhile, Dewa (30 years-old) was 10
years old when the first time he involved in the
festival and he now has an important role in the event
as an artistic manager. These two young people are an
example how the festival continuously transmit
values and the spirit of tradition among young people

4

CONCLUSIONS

Art festivals in the post-reform era of Indonesia
signify the revival of tradition amid the complex
intersection of politics, economy, ideology and
industries. Art festivals are controlled by stakeholders
such as government and industry sectors, so that they
are modified to meet these interests. However, Nyiar
Lumar is an interesting case when the artists offer
unique and particular concepts which bring the
performance to the ‘authentic’ sense of Sundanese
through traditional symbols they created: a sacred
place in the forest, traditional torch (obor), artistic
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elements, art performances, and the symbolic story
performed by which refer to the most controversial
yet interesting story of Palagan Bubat.
For young audiences and artists, the festival has
brought them to the experience of historical moments
where they could trace their own story to their
ancestors while enjoying old and rare traditional
performances coming from different areas in Ciamis.
The festival has shown that tradition is the important
elements that attract so many audiences in the new era
of Indonesia.
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Abstract:

Sarawak, located on the island of Borneo, is Malaysia’s biggest state and home to more than 20 ethnic groups
who practice an array of diverse cultures, which includes the Melanau people. A minority group which
represents about six percent of Sarawak’s total population, the Melanau people are originally Animists who
venerated the spirits of nature, which for a long time has influenced their way of life, including its musicculture. However, presently they are mostly Muslims and due to religious factors many of its culture are no
longer being practiced. To prevent the Melanau music-culture from becoming extinct, the Sarawak Cultural
Village (or famously known as the SCV) was then set up by the Sarawak government of which among its
main objective is to expose the heritage of the various ethnic groups in Sarawak - including the Melanau - to
both local and international tourists. The SCV is a living museum that not only showcases the traditional
music and dance of the Melanau but also home to the only Melanau tall house that still exist today. Using
ethnomusicological approach, this paper discusses how the SCV has contributed to the preservation of
Melanau music-culture. In collecting the data participant observations were conducted and interviews were
held with Melanau culture bearers who up to this day maintains close relationship with the SCV. The findings
reveal that the SCV is a leading revival agent particularly in promoting Melanau tradition and heritage at
both local and international levels.

1

INTRODUCTION

Malaysia consists of two almost similarly sized
regions—Peninsular Malaysia and Malaysian
Borneo, which are separated by the South China Sea.
Sarawak, along with Sabah is located on Borneo
Island. As the biggest state in Malaysia, Sarawak is
home to more than 30 ethnic groups, which practice a
variety of unique cultures, including the Melanau.
The Melanau group is a minority that represents six
percent of the Sarawak’s total population of which
traditionally, they were Animists who venerated the
spirits of nature known as Ipok. Melanau cosmology
(kepercayaan tradisi) was perhaps the most important
influence on the people’s way of life, including their
musical arts.
However, presently, the great majority of the
Melanau are Muslims, followed by the Christians.
Religious issues have arguably caused the Melanau to
neglect their culture, for, their traditional customs
(adet) including its music-culture are strongly
influenced by their ancestral beliefs. Adet that was
once a pivotal tenet of their daily lives began to be

neglected. The music- culture that had been
embedded into the adet slowly relinquished its vitality
and viability, causing the present Melanau people to
become almost completely oblivious of their musical
tradition and heritage.
Indeed, Melanau music-culture is on the verge of
extinction and like the music of many other minority
ethnic groups around the world, may be categorised
as endangered. Efforts were made to prevent this
situation from worsening during which in 1990 the
revitalization movement gained momentum when the
Sarawak Cultural Village (Kampung Budaya
Sarawak) came into existence. The Sarawak Cultural
Village – or famously known as the SCV among the
locals - is the only living museum in Sarawak, set up
by the Sarawak Economic Development Cooperation
(SEDC) with the objective to expose the heritage of
the major ethnic groups in Sarawak to both local and
international tourists.
Therefore, this paper will discuss how the SCV
has become the leading revival agent particularly
through the re-creation of Tarian Alu-Alu and pretap
musical instrument. Participation observations and
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interviews were conducted with Melanau cultural
bearers, all of whom are also working closely with the
SCV in the efforts to revitalize Melanau almostdisappearing musical heritage.

2

2.1

AN OVERVIEW OF THE
MELANAU PEOPLE OF
SARAWAK
Religion

Melanau mythological cosmology (kepercayaan
tradisi) was perhaps the most important factor which
influences the people’s way of life. Traditionally, the
Melanau were Animists who venerated the spirits of
nature, which were known by various names,
including ipok, ipuk, jin, tow, duhig or ammow,
though the great majority of Melanau simply call
them ipok or ipuk. The Animist Melanau, better
known as Melanau Likou, believe that the world
consists of three parts: the Upper World (likou bah
au), the Middle World (likou dagen duan), and the
Under World (likou bah dibak), with humans living
in the Middle World. Each world (dunia) is guarded
by benign (ipuk) and evil (ipok) spirits who live in
different parts of the dunia, in places such as the sea,
mountains, rocks, sky, forest and riverbanks. Humans
must not upset them for fear of attracting misfortune
(buwen), and therefore, the Melanaus practice
numerous taboos (palei) that must be strictly adhered
to in many aspects of their daily lives (Jeniri
1988:173)
Presently, only about one per cent of the Melanau
people are practising Animists. The majority of
Melanaus today are Sunni Muslims, though there are
also a large number of Christians (Catholic and
Sidang Injil Borneo). Sidang Injil Borneo, or simply
the SIB as the locals call them, are ‘the fruits of labour
of the Borneo Evangelical Mission (BEM)’. Based on
historical records, Islam was brought by Arab traders
to the region as early as the 15th century. Its influence
further expanded when the Sultanate of Brunei took
control of Sarawak. During the mid-19th century, in
the era of the White Rajahs, it is alleged that
missionaries brought in the Christian religion. As a
result of the domination of these two monotheistic
religions, most Melanaus gradually relinquished their
animist beliefs.

364

2.2

Social Class: The Pangkat Pikul
System

Historically, the Melanaus had a social class system
that was especially apparent in the practice of their
adet, mainly during marriage and death ceremonies.
Presently, some of these customs are still being
practiced. The social ranking system among the
Melanaus people, is known as Pangkat Pikul. The
Pangkat Pikul is headed by the Orang Sembilan Pikul
(the Nine-Rank Noblemen), followed by the Orang
Tujuh Pikul (the Seven-Rank Commoners), the
Orang Tujuh Betirih (the Seven-Rank Freemen) and
the Orang Empat Betirih or Dipen (the Four-Rank
Servants), respectively. The Orang Sembilan Pikul
practices a certain set of customs exclusive to their
standing. For example, when there is a death among
the Orang Sembilan Pikul, a group of musicians
would play music on a set of gongs, which could not
be played for those who were not Nine-Rank
Noblemen.
There is, however, one more rank in Melanau society:
the Orang Lima Belas Pikul (the 15-People),
sometimes known as the Pangeran (‘prince’), though
some Melanaus claim that the Orang Lima Belas
Pikul and Pangeran are different from each other
(Yasir 1989: 201). The term Pangeran is closely
related to the people of Brunei, and it still widely used
today. It is claimed that the Melanau people of this
category are not ‘original’ (asli) Melanau, as they
were born of Brunei-Melanau parentage. Prior to the
mid-19th century during which Sarawak was under
the power of the Brunei Sultanate, many of the
Sultan’s officials stayed with the Melanau
community. A number of them married the daughters
of the local leaders and their offspring carried the title
Pangeran as a prefix to their names. Presently, while
the majority of the Melanau people no longer practice
the Pangkat Pikul system, a relatively small number
of them still maintain the adet system in some death
and marriage ceremonies.

2.3

Language

The Melanau people speak both the Melanau
language (Bahasa Melanau) and the Malay-Sarawak
language (Bahasa Melayu Sarawak). Although
Bahasa Melayu Sarawak is one of the many dialects
of the Malay language (Bahasa Melayu), most people
outside of Sarawak do not really understand or use
this dialect. One needs to be familiar with it in order
to understand and use it. However, all Sarawakians
are able to speak Bahasa Malaysia, the official
language of Malaysia, which is the medium of
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instruction in all primary and secondary schools
throughout Malaysia, and in all official
communications and discourses as well. The locals
call this language ‘Bahasa Semenanjung’, or the
language of the Peninsular, and they usually converse
in this language with anyone who comes from
Peninsular Malaysia, who are even called by some
locals as ‘Orang Malaya’.
According to Zaini Oza (1989: 241), the Melanaus
consist of six subgroups that are identified according
to the similarities in their dialect: Melanau MukahDalat (Mukah, Dalat, Oya, Sungai Kut), Melanau
Matu-Daro (Matu, Daro, Oulau Beruit, Batang Lasa),
Melanau Kuala Rajang (Rajang, Jeijeh, Belawai,
Segalang, Paloh), Melanau Sibu (Sibu, Kanowit,
Tanjong, Igan, Banyuk), Melanau Bintulu (Bintulu,
Tatau, Niah, Sungai Kemena, Sebiew) and Melanau
Balingian. Each Melanau subgroup has its own
Bahasa Melanau dialect, which is said to be
comprehensible to all, regardless of which subgroup
they belong to, although some claim that the Melanau
Bintulu dialect is hardly understood by the other
Melanau subgroups.
According to the locals, few hundreds years ago
the Old Melanau language (Bahasa Melanau Klasik)
is somewhat different from its present usage. Presentday Melanaus do not speak Old Melanau, and only a
small number of elderly Melanaus can still
understand it. This language was widely used in
traditional Melanau vocal music, especially in the
various chants (tigaps) performed in many traditional
rituals such as healing ceremonies as well as in
traditional games and work-related activities.
Words like “is”, “or”, “then”, etc should not be
capitalized unless it is the first word of the subsection
title.
No dot should be included after the subsection
title number.

affected the way they perceive themselves. A large
number of Muslim Melanau now prefer to be known
as either Malay-Melanau or Malay. According to
history, by the early 19th century Sarawak had
become a loosely governed territory under the control
of the Brunei Sultanate during which the Melanaus
were introduced to Islam and Malay culture. Some
historians believe that the people of Brunei were in
contact with Sarawak as early as the 15th century but
there are insufficient historical documents to confirm
this theory. In governing Sarawak, the Sultan of
Brunei placed his representatives—Malay nobles
commonly known as Pangerans—in various
territories along the Rajang River. The Pangerans
were also responsible for collecting tributes from the
inhabitants of the respective territorial dominions.
There, the Pangeran stayed and mixed with the local
people, some of whom married the local women who
were mostly of aristocratic lineage (such as the
daughters of the village headmen), thus indirectly
‘forcing’ the females to become Muslims.
Apparently, proselytisation was never a part of the
Sultan’s agenda —he was more interested in
collecting tributes than converting the Melanaus to
Islam—but intermarriage certainly contributed to the
early Islamisation of its people. Thus, the Melanau
began to adopt a Malay life style and speak Malay.
Clearly, the criteria defining ‘Malay’ as stipulated
in the Constitution to some extent parallels the criteria
defining of a Melanau in the case of those who have
converted to Islam. The Malays of Brunei and the
Melanau have been in contact for at least 170 years,
making the Melanau to be one of the earliest ethnic
groups in Sarawak to have largely adopted the Malay
culture. Other ethnic groups, such as the Iban and
Bidayuh, mostly lived in the interior parts of Sarawak
and had very little contact with the Brunei officials

2.4

3

The Malay-Melanau Identity Crisis

Malay (Melayu) culture has greatly influenced the
lifestyle of the Melanau, with whom people of Malay
descent have had a long association. One can only
assume that this happened because of the conversion
of the many formerly Animist Melanau to Islam.
When someone converts to Islam in Malaysia, he or
she is said to ‘become Malay’ (masuk Melayu) and is
therefore expected to lead a life like other Malays,
with no explanation. The Malays, who are
constitutionally Muslim, represent the largest ethnic
group in Malaysia.
The process of Malaynisation is greater among the
Melanau than the other ethnic groups and this it has

THE SARAWAK CULTURAL
VILLAGE: HOME OF THE
MELANAU’S TARIAN ALUALU AND PRETAP MUSICAL
INSTRUMENT

Being one of the most popular tourist destinations in
Malaysia, the SCV has come a long way. Located
nearly 35 km from the town of Kuching on 17 acres
of land at the foothills of the legendary Mount
Santubong, the SCV serves as a living museum where
visitors can witness the lifestyle of several ethnic
groups native to Sarawak, namely, the Iban, the
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Bidayuh, the Melanau, the Orang Ulu, the Penan, the
Chinese and the Malays.
The SCV was established in 1989 by the Sarawak
Economic Development Cooperation, and houses one
of the most popular cultural groups (Artis Budaya
Kampung Budaya Sarawak), which has won
numerous awards in dance competitions in Malaysia
and overseas. By purchasing an entry ticket for USD
20, visitors can not only enjoy a 45-minute cultural
show held at the Theatre Hall, they can also visit the
fascinating longhouses that stand majestically amid
the lush green foothills, amongst which stands the one
and only Melanau tallhouse in Sarawak
Despite the success of SCV in promoting and
preserving the musical arts of the various ethnic
groups in Sarawak, at the beginning of its existence
the SCV was not well supported by the locals,
including several people who held high positions in
the state government, for reasons that were somewhat
personal. A significant proportion of the traditional
music and dance of Sarawak is ritual-related, and it
was perceived by some that to perform it for the sake
of ‘tourist entertainment’ was offensive. In addition,
it was also made known that some ethnic groups were
not very happy with the idea of ‘other’ people
performing their music and dance, for instance, when
Malay dancers performing the Iban dance. To them,
their music and dance could only perform only by
their own people. They were, undeniably, very
protective of their own culture.
Besides this, the dances performed in the daily
cultural show at the SCV were newly created dances
(tarian kreasi baru), which included new elements but
retained most of their traditional components. This, to
some locals, was an act they deemed disrespectful to
their original traditions. For example, the colour of
the dance costumes of almost all Sarawak ethnic
groups was black, but for the purpose of tourist
attraction, coloured costumes were created (Kak
Mida, personal communication, 21 February 2012).
Initially all SCV dancers wore black costumes, but
because one of the feedback they received from the
tourists was that they were having difficulties in
distinguishing which dance belonged to which ethnic
group, the coloured costumes were instituted for the
dances.
Nevertheless, the difficulties that were
encountered did not dampen the spirits of those
working at the SCV. After almost ten years of
operation, the locals finally realised that the purpose
of the SCV was to preserve their musical arts for the
appreciation of future generations (Kak Mida,
personal communication, 21 February 2012). In fact,
a substantial number of dance troupes have been seen
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imitating the dances created by the SCV when they
perform in various local dance competitions (Abang
Jo, personal communication, 22 February 2012).
Thus, the SCV, to some extent, has influenced the
music-culture of the Sarawak people.

3.1

Tarian Alu-Alu

One of SCV’s efforts in preserving Melanau musical
arts is through the re-creation of Tarian Alu-Alu, a
newly created dance that was inspired from a
traditional game played during a mourning period, a
period known as peligin. A peligin can last up to 15
days after the funeral during which fellow visitors
would conduct various activities to not only fill their
time - especially when they had to stay awake at night
– but also to entertain the deceased’s family members
who were grieving due to the loss of their loved one.
Storytelling and ‘guessing’ games (teka-teki) were
among the activities that were frequently held during
the peligin period of which stories such as local
heroes, myths and legends were told. Teka-teki, on
the other hand, could have any matter as its subject,
and this guessing game was among the most popular
peligin activities, attracting quite a crowd.
The alu game (permainan alu) was another traditional
game that was frequently played during the peligin
period. As the name suggests, alu refers to a five feetlong wooden pestle, commonly used in pounding
sago and rice. Two players would sit across each
other cross-legged on the floor and as they held one
end of a pair of alu, the game was played by clacking
the alu together and onto the floor in a prescribed
rhythmic pattern, during which the other players
jumped in and out of the clacking pestles. To avoid
having their feet hit by the clacking alu, the players
must first carefully observe and identify the rhythmic
pattern before attempting to step between the alu.
When the players had succeeded in doing so, usually
the two players who were clacking the alu would
deliberately increase the tempo until eventually, it
was almost impossible for anyone to play without
getting their feet caught between the wooden
pounders.
Apart from clacking the alu, the players would use
them to play another game. After positioning an alu
vertically on the floor and placing a coconut shell
(tempurung kelapa) on its peak, several players would
hold the alu, after which one particular player would
place his stomach onto the tempurung kelapa. The
players underneath him would then spin the alu as fast
they could, with the player on top resembling a
human helicopter. The alu game was indeed a fun and
popular game among the youngsters, especially for its
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acrobatic elements. Despite the fact that one can no
longer see this game performed after a funeral (for the
now predominantly Muslim Melanau no longer
practice the peligin period, nor do the Christian
Melanau), there is one particular place where one can
see its performance. Today, the alu game is being
presented in the form of a newly created dance (tarian
kreasi baru) that was first popularised by the dance
troupe of the SCV.
According to my informants, the person responsible
for creating this dance is Mr Ramli Ali, a
choreographer at the SCV who is also a Melanau.
Prior to the birth of the SCV, Ramli Ali and few SCV
dancers and musicians had gone to various places
around Sarawak, especially to the interior parts where
they conducted research concerning the traditional
dances involving the Bidayuh, Iban, Orang Ulu,
Melanau and the Malay groups. In relation to the
Melanau dance, Ramli and his team had gone to
Mukah in which where most Melanau elderly reside.
Upon completion of their research, Ramli Ali began
to put the ideas together and choreographed them into
a tarian kreasi baru, now famously known as Tarian
Alu-Alu. Ever since the emergence of this dance, the
SCV has been actively performing it, not just at their
daily cultural performances, but also in numerous
local and international festivals, cultural shows and
events. Indeed, the Tarian Alu-Alu is one of the
SCV’s defining acts and because it has become so
popular that apparently, other dance groups imitate its
choreography whenever they need to perform a dance
representing the Melanau group, since the Melanau in
general has acknowledged this tarian kreasi baru as
part of their culture.
According to Mr Ramli because the tarian kreasi baru
served to entertain the visitors of the SCV, they had
to make some adjustments to the original dance. For
example, although the alu game served to entertain
the deceased’s family during peligin, apparently the
players played them without getting ‘too happy’ as a
sign of respect for their recent loss. Therefore, in
playing this game, no one was allowed to smile, and
in addition, all moarners were required to wear black.
Bearing these facts in mind, the SCV dancers wore an
all-black costume when the Tarian Alu-Alu was first
performed in the 1990s, and they did not smile while
dancing on the stage.
This ‘grim-face’ Melanau dance drew much criticism
from the visitors, especially international tourists who
felt that the dancer’s facial expressions were rather
unpleasant. Moreover, their all-black attire was worn
not only during the Melanau performance, in fact, all
five dances had incorporated the black costumes,
resulting in the audience not being able to distinguish

which ethnic group that the dances belonged to (Kak
Mida, personal communication, 2012). Therefore, to
accommodate these demands, the SCV had to make
some changes to its stage presence. Now, the dancers
of the Tarian Alu-Alu are required to smile during
their performances, and they no longer wear all-black
costumes. Some Melanau are said to be rather
unhappy with these changes because they feel that
although the Tarian Alu-Alu is a newly created dance,
it should maintain the original traits of its
performance as closely as possible.
Additionally, there was one other issue that the locals
raised of which the local people were quite protective
of their own cultural heritage, to the point that only
their ‘own people’ could perform these dances. For
example, a Malay male dancer performed the Iban
dance, which caused some locals to disapprove such
‘intrusion’. Clearly, if the SCV were to abide to this
ruling it would be highly impractical. Nevertheless,
as time passed and upon seeing the SCV’s endless
efforts to promote and preserve their cultural heritage,
eventually the local people began to accept these
differences.
The daily 45-minute cultural show began with the
Iban, followed by the Bidayuh, Melanau, Orang Ulu
and Malay performances, respectively. The
performances were accompanied by live music,
played by a group of musicians who sat on a raised
platform located on the stage, facing the dancers and
the audience. They played on the engkromong,
canang, tawak, gong and beduk for almost all
performances, except for the Orang Ulu performance,
in which only the sape was played.
Based on my observation, the Tarian Alu-Alu
delighted most of the audience, especially its
acrobatic and game-like movements, in which the
bamboo poles were used instead of the wooden
pounders. The dancers comprised of four males and
females. While the female dancers wore a longsleeved blouse and a songket sarong with various
accessories on their costumes and hair, the male
dancers wore a long-sleeved top with a pair of pants.
Throughout this performance, the Tarian Alu-Alu
was accompanied by a musical ensemble, which
consisted of musical instruments such as an
engkromong, a canang, a tawak and a beduk (a singleheaded drum). The engkromong used in this
performance was made up of eight gong-chimes that
were laid horizontally in a wooden frame, and was set
to a hemitonic pentatonic scale (E, G, A, B, C1, E1,
G1, A1). In this piece, the engkromong played the
melody that was somewhat improvised yet orderly in
a certain way. It was entirely up to the engkromong
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player to decide on the number of bars he wished to
play for every phrase, but the melodic motif consisted
a series of three notes that was somewhat fixed.
The piece began with an introduction by the canang,
followed by the other musical instruments, which
cued the entrance of the dancers came. The piece was
performed in quadruple meter and in a relatively fast
tempo, mainly controlled by the beduk. As previously
stated, the engkromong played the melody freely,
without any restriction on the number of bars within
each musical pattern, and the canang, tawak and
beduk all played within a periodic rhythmic pattern.

3.2

PRETAP, The Extinct Melanau
Musical Instrument

Rainforest Music House is a gallery in the SCV that
exhibits a huge collection of Sarawak’s musical
instruments. At the Melanau musical instrument
section, however, contained the least number of
musical instruments in comparison to the other
Sarawak’s ethnic groups – only three. The doubleheaded drum (gadeng) and a pair of gong that were
displayed are a common sight but the third instrument
was a rare sight. This musical instrument is known as
pretap.
This particular pretap was re-constructed by a wellknown Melanau cultural bearer who is also the man
responsible for designing the only Melanau tallhouse
that still exists in Sarawak, the tallhouse that is still
standing majestically in the SCV. He is fondly known
as Pak Sill, a man of which the SCV has worked
closely since its existence. In my interview with him,
Pak Sill claimed that in the past, the pretap and the
other three obsolete instruments were used on many
occasions, as supported by local legends. However,
most Melanau are no longer familiar with these
legends. Pak Sill, on the other hand, comes from a
family who treasures Melanau oral history and he
inherited many stories of the past from his
grandparents and parents. The various functions of
the obsolete musical instruments as well as the history
of the ceremonial canang, gong, tawak and
engkromong are described in those legends.
According to him, among the main reasons why the
Melanau are unaware of the pretap is simply because
it is not deemed to be a musical instrument.
According to tradition, the pretap was actually an
apparatus that was primarily used to locate people
who were lost in the forest. ‘Pretap’ is a Bahasa
Melanau Klasik word, which means ‘clapping’
(bertepuk); it is probably an onomatopoeia, reflecting
the sound it makes when beaten with a stick. It was
customary for the Melanau to go deep into the forests
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in search of forest products, and they became forest
experts., If they got lost they were assumed taken by
the ipok. As mentioned earlier, the Melanau Likou
believed that the world is governed by the ipok, who
live in various parts of the world, with the forest being
one of their habitats.
In the past, when the villagers learned that a fellow
villager was lost in the forest, they immediately
formed a rescue group and carried the pretap with
them. The pretap is made from the species of yellow
bamboo (buluh gading) of which Pak Sill claims the
spirits are extremely afraid. Apparently, regarded as
a mystically potent plant by many Southeast Asians.
Some Malays plant the buluh gading in the compound
of their houses to protect them from being disturbed
by evil spirits (jin) sent by individuals who wish them
harm, usually for personal reasons (Madzhi, personal
communication, 10 January 2013). According to Pak
Sill, a group of rescuers would beat the pretap with a
stick and shout the lost man’s name as they walked
into the forest. Most members of the search team
would hit the pretap continuously and as loudly as
they could, hoping that the ipok would be terrified
when hearing the sounds of the pretap and would
release the victim. The pretap was beaten freely with
no fixed rhythm.
The SCV Rainforest House Gallery’s pretap was
made by Pak Sill and sold to the SCV in 1994. A
skilful craftsman, Pak Sill claims that he was involved
in every step of the construction of the pretap. He
even searched for and cut down the bamboo himself,
and then constructed the pretap in his small, homebased workshop. The last pretap that he saw dated
back to 1952; it had belonged to his grandmother.
That pretap no longer exists, for it was eventually
used as firewood (kayu api) in hard times.
The process of making a pretap requires that certain
techniques must be followed strictly otherwise it will
rot. It is forbidden to cut down the bamboo during a
full moon (from the 25th day of the month and lasts
until the fifth day of the following month). If the
bamboo is cut down during a full moon, the pretap
will last only for three to four years, as it will most
probably be eaten by bubuk, a species of beetle that
feeds on wood. Pak Sill insisted that his
grandmother’s pretap was more than a hundred years
old, as he had been told that it was inherited by many
generations before it was finally handed down to his
grandmother. Because Pak Sill had constructed the
pretap by carefully following every tenet (petua) that
he knew, the 20-year old pretap at the SCV remains
solid to this day.
The pretap consists of several parts. The frame that
holds the structure of the entire pretap is constructed
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to hold several tubes of buluh gading and planed
wood. The base of the frame is made of four pieces of
planed wood tied together using rattan and arranged
into a rectangular shape, measuring 90 cm x 30 cm.
Next, two pairs of buluh gading about 85 cm in length
are placed vertically opposite each other and again
tied to a pair of planed wood strips.
Then, eight almost similar sized pieces of bamboo are
placed on a buluh gading structure that securely holds
them in place. Pak Sill claims that when played like a
musical instrument, these bamboo pieces’ function as
eight ‘keys.’ The eight horizontal ‘keys’, which are
cut from one piece of bamboo, are arranged in order
of the lower to the higher pitches; Pak Sill claims that
the thicker the bamboo, the higher the pitch when it is
beaten. In addition, two pairs of bamboo that are
about 77cm in length with two holes carved on their
surface are placed in between the frame and tied
vertically – these bamboos also serve as the ‘keys.’
The pretap is beaten, using a pair of wooden mallet.
Thus, when the pretap is converted into a musical
instrument, the player would beat on all 12 tubes of
bamboo ‘keys.’
Pak Sill reconstructed the pretap in the form of a
musical instrument that could easily be dismantled
and carried by rescuers. Weighing about 13 kg, the
pretap could generally be categorised as an unpitched
percussion instrument

4

hope of reviving some of the musical arts for the
benefit of their own people. Indeed, the SCV is the
leading revival agent in Sarawak, showcasing
Melanau musical arts in a new form but at the same
trying to maintain some of the fundamental elements
of structure, content and style.

ACKNOWLEDGEMENTS
If any, should be placed before the references section
without numbering.

REFERENCES
Jeniri, Amir, 1988. Komuniti Melanau. In Adat Resam
Penduduk Sarawak. Sarawak, Dewan Bahasa dan
Pustaka Cawangan Sarawak.
Yasir, Abdul Rahman, 1989. Organisasi Sosial, The
Sarawak Museum Journal Vol. XL (61): 199-207
Zaini, Oza, 1989. Bahasa Melanau: Satu tanggapan awal,
The Sarawak Museum Journal Vol. XL(61): 231-46.

CONCLUSIONS

Despite having been through many challenges, the
SCV no doubt has proven to be one of Sarawak’s
leading revival agents particularly in promoting
Melanau tradition and heritage. Through their newly
created Tarian Alu-Alu the great majority of the
Melanau people have collectively accepted the dance
as their identity to which many music and dance
troupes have actively perform in various local and
international competitions and festivals. The fact that
the SCV keeps a close relationship with many culture
bearers such as Pak Sill, is an effort that is deemed as
extremely essential, especially in making sure that
new dance/music creation are still being performed
within its original context.
The SCV has played an important role in helping to
define Melanau cultural identity, particularly through
the re-creation of Tarian Alu-Alu as a tarian kreasi
baru that has become so popular that it is recognised
as the signature dance of the Melanau. At the SCV the
voice of the remaining cultural bearers can also be
heard as they teach Melanau traditional songs and recreate some of their obsolete music instruments in the
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Abstract:

The process of learning band music in junior high school students is part of the development of skills or soft
scale in the field of musical art. The level of interest in the musical activity is quite good. This can be seen
from the results of the band's music learning process. This article is the result of research on the activities of
grade VIII students who choose extracurricular activities at Sewon Bantul State Junior High School 1
Yogyakarta in the even academic year 2017/2018. Through interview techniques, documentation, and
observations on musical activities, the band's practice can provide data that the musical activities reduce
harmful activities of first-level school students. The process of practising band music at Sewon Bantul State
I Junior High School Yogyakarta also uses various approaches, namely humanistic education, utilising
electronic media, learning evaluation using discussion systems, demonstration methods, lecture methods, and
drill methods. Learning activities outside school hours are called extracurricular learning. The band's musical
activities at the Sewon Bantul State I Middle School Yogyakarta are extracurricular lessons. The results of
extracurricular learning activities such as band music learning can be concluded to have a positive impact on
student personality and mental development. The band's various extracurricular activities are also in line with
government education programs that provide a place for positive activities for the younger generation.

1

INTRODUCTION

Learning is an interaction between teacher and
students in the learning process. Learning is a system
that aims to help students' learning process, which
contains a series of events designed and arranged in
such a way that students can be affected and support
the occurrence of learning processes (Gagne &
Briggs, 1979:3). Learning can be held in the form of
formal, informal and non-formal. Formal learning, in
general, is held by many formal schools. Forms of
formal learning such as those conducted at Sewon
Yogyakarta 1 Junior High School. (Smith, 1998).
Sewon Yogyakarta 1 Junior High School is one of
the schools in the Bantul area. Sewon 1 Junior High
School is located on Jalan Parangtritis KM 7. The
school is one of the first favourite secondary schools
in the Bantul area. This school has a total of 24
classrooms with a capacity of 24 to 28 people. Sewon
Yogyakarta 1 Junior High School organises in the
form of an intra-curricular and extracurricular
learning process. Extracurricular learning is a

compulsory activity that should be carried out by the
curriculum and carried out in the morning at the
school. Extracurricular learning is an activity that is
freer and not too binding as extracurricular activities.
The learning of extracurricular activities is carried
out in the State High School 1 Sewon Yogyakarta, in
general schools do not target students to have an
achievement. Self-development activities carried out
in the school have not been managed in a structured
manner. The curriculum implementation carried out
by schools is less concerned with extracurricular
activities and goes on.
Extracurricular activities carried out at the school
are a place to accommodate students' talents and
interests. However, not all who choose musical
talents and interests can be accommodated in band
extracurricular activities. This is due to the selection
system that does not direct students to choose
extracurricular activities that are by their potential.
However, there are also some students who have the
potential to choose extracurricular activities. The
school has several activities in self-development
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which are embodied in extracurricular activities, and
are held once a week. Extracurricular activities at the
school aim to provide a place for students who have
talents and interests related to the field of sports, arts
including choir, band, painting, and calligraphy. The
band's extracurricular activities carried out at the
State 1 Sewon Yogyakarta Junior High School is
formally done in the classroom with a sufficient
number of instrument facilities. However, the
condition is that there are some unkempt instruments.
Band extracurricular activities are carried out in
classrooms containing tables and chairs.
The music band's learning has a process of
students learning of instruments that are in demand
and taught directly by the teacher. Learning methods
applied to students are given in the form of sample
material in playing band musical instruments.
Extracurricular learning from teacher bands provides
not only direct examples of how to play musical
instruments that are of interest to students but also
provides practical theories on how to play basic
chords. Room facilities are less comfortable because
of the existence of tables and chairs, and hot room
temperatures make students feel tired during the band
learning activities. This causes when the learning
process takes place; some students come out of the
class and do not pay attention to the teacher when
delivering learning material. Besides that, there were
also many participants in the band's extracurricular
activities who moved with other extras.
The extracurricular learning process for band
music in junior high school students through a case
study of the learning process at the I Sewon State
Middle School illustrates that adolescence needs a
positive activity. In this article, the results of the study
will be based on the background described and to the
understanding of the band's music learning process,
there are some things revealed, namely how the band
forms extracurricular learning at Sewon Yogyakarta
1 Junior High School and how the obstacles and
solutions of band extracurricular learning? The
question will provide an understanding that band
music extracurricular lessons will be known to form
extracurricular learning models and know the
obstacles and solutions in the process of teaching
band music teaching at Sewon Yogyakarta 1 Junior
High School.

2

METHODOLOGY

The research process at the State Junior High
School I Sewon refers to several previous studies
such as the research of Harel Arganata (2011) in the

final thesis report writing entitled "The
Extracurricular Learning Process Band at SD Bobkri
Demangan III Depok Sleman" discusses the music
learning model. Then the research of Frendi Andrian
(2014) in the final thesis report entitled "Band
Extracurricular
Learning
in
Santo
Yosef
Pangkalpinang High School in Bangka-Belitung
Islands Province 2013/2014 Academic Year Period"
discussed some of the methods applied in the school.
Next is Rifki Kurniawan's (2014) research in the final
thesis report "Band Music Extracurricular Learning
2013/2014 Academic Year in Kutowinangun 1
Kebumen Middle High School in Central Java" which
discusses the learning process and applies to learn
methods. The three results of the study can be
concluded that no one has examined the Band
Learning at Sewon Yogyakarta Junior High School 1
Bantul. Therefore the research that has been done is
still original. In the process of research carried out
requires several sources that can be a reference in the
discussion and reference. Examining the band's
learning process and strategies at Sewon Yogyakarta
1 Junior High School refers to several methods from
various reference sources. Andi Aldiano provides an
understanding of how to learn practically popular
musical instruments, such as guitars, basses, drums,
keyboards, violins, harmonicas, and others (Aldiano,
2014). The method of Andi Aldino provides
knowledge in learning music that does not yet have a
background in music knowledge and can be done
independently or commonly called self-taught
learning.
Ngalimun, 2016, gave the opinion that every
implementation of the teaching and learning process
would undoubtedly require a strategy. Designing a
strategy in detail will assist education providers,
namely teachers, in guiding students to be able to
understand the material in the learning (Ngalimun,
2016). This is revealed in the book “Strategi dan
Model Pembelajaran”, which was published by CV.
Aswaja Pressindo, Yogyakarta. Case studies of band
music extracurricular learning processes also require
the role of the teacher in understanding
psychologically. Psychological understanding is an
essential part of the teaching and learning process
(Syah & Wardan, 1999). This is as described in a
book entitled “Psikologi Pendidikan Dengan
Pendekatan Baru” revealed by Muhibbin Shah.
According to Muhibbin Shah, the discussion of
teaching and learning is directly connected with the
activities of students while conducting the learning
process. It is necessary for the stages of learning the
material in the school environment and outside the
school environment. Haryadi et al. Also provides an
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understanding that the learning process at the
elementary and junior high school level requires
materials that are commonly used in learning. This
was revealed in a book entitled Metode Pendidikan
Seni Musik Untuk Sekolah Dasar dan Sekolah
Menengah Pertama, Dedikbud, Jakarta, 1977. The
process of band music extracurricular learning that
has been carried out by I Sewon State Middle School
students uses media technology that is currently
efficiently utilised. The learning process of using
technology is expressed through the thoughts of
Bambang Warsita (2008) in a book entitled,
Teknologi Pembelajaran Landasan dan Aplikasinya,
Rineka Cipta, Jakarta. Understanding of student
technology is also needed with the understanding and
scope of learning technology. This thinking is also
beneficial for the teaching teacher as well (Warsita,
2008).
The search process in the band's extracurricular
music learning process through several stages of
panhandling conducted directly to the field will
explain and describe the band's learning strategy in
extracurricular activities. This is also contained in the
explanation and description of an event in certain
situations (Sugiyono, 2013: 2). In the case study of
the band's music learning process in extracurricular
through various methods. One method of research
analysis that aims to gain an understanding of reality
through the process of thinking that applies things
that are common in advance to be connected in
particular parts. The results of data analysis in the
form of exposure of the situation under study are
presented in the form of narrative descriptions.

2.1

Data Collection

The search phase for data or information that is
directly related to the material needed, namely using
data collection techniques is the essential step in the
research because the primary purpose of the research
is to obtain data (Sugiyono, 2013: 224). The source of
the data obtained is a literature study that research is
done by collecting data from various library materials
that are relevant and other references related to the
material that will be studied (Sugiyono, 2013: 27).
Looking for data or reference material to be used as
reference material in the final assignment.
The data sought can be through libraries, web,
and others. Observation According to Nasution
(1998) states that the basis of all science. Scientists
can work based on data, namely facts about the world
of reality obtained by observation. At this stage, the
observation was carried out at Sewon Yogyakarta 1
Junior High School Bantul Yogyakarta. Observing

372

the process directly in learning from beginning to end
will be accurate. Interviews, according to Esterberg
(2002) state that, interviews are a meeting of two
people to exchange information and ideas through
question and answer so that that meaning can be
constructed in a particular topic. At this stage, the
researcher conducted interviews with several
speakers, namely parties at Sewon Yogyakarta 1
Public Middle School such as Principals, curriculum
fields, extracurricular teacher teaching teachers as
well as students of Sewon Yogyakarta 1 Junior High
School to obtain information and information needed
in collecting data. Documentation is a record of
events that have passed (Sugiyono, 2013: 240). The
document can be in the form of writing, drawing, or
monumental works from a person. Through searching
related documents, the learning process of the band at
Sewon Yogyakarta 1 Junior High School will be
complete in data collection. Also, documentation in
the form of excellent photos and videos was recorded
during the learning process at Sewon Yogyakarta 1
Junior High School.

2.2

Data Analysis

Data analysis is the process of systematically
searching for and compiling data obtained from
interviews, field notes, and other materials so that
they can be easily understood, and their findings can
be informed to others (Sugiyono, 2013). Processing
data with data analysis techniques is a process of
searching and systematically compiling data obtained
from interviews, field notes and documentation by
organising data into several categories, describing
into units, synthesising, arranging into patterns,
choosing which ones essential and what will be
learned then make conclusions (Sugiyono, 2013).

3

DISCUSSION

Education plays an essential role in preparing quality
human resources. Therefore, education should be
managed in quality and quantity. Education can be
achieved if students can complete their education on
time with one's learning outcomes, namely, the
teacher's ability (teacher professionalism) in
managing to learn with appropriate methods, which
makes it easy for students to learn the subject matter,
resulting in more learning good (Sugiyono 2012: 75).
According to Jamalus (1988: 3). Learning music art
is learning about sound. Whatever is discussed in
musical learning must be based on the sound itself.
Music is a result of sound art in the form of songs or
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musical compositions, namely rhythm, melody,
harmony, form or structure of songs, and expression
as a unit (Jamalus, 1988: 1).

3.1

Learning Methods

The method of learning music is a way taken to
achieve musical learning gradually according to the
logical sequence level. This method of learning music
is based on the stages of the sequence of music
learning activities. The method used by a music
teacher will depend on the views of the nature and
nature of music itself, the nature and nature of
learning, and the nature and rights of learning music
(Jamalus & Busroh, 1991: 120).
In music learning, various learning methods
according to Nana and Ibrahim (2003: 105), methods
commonly used in teaching and learning activities
include lecture methods, demonstration methods,
imitation methods, discussion methods, and training
drill methods (Sukmadinata & Ibrahim, 2003).

3.2

Band Learning Process

The band's extracurricular activities at Sewon
Yogyakarta 1 Junior High School are held every
Wednesday from 13.40-15.40 WIB or 2 hours of
learning in the band's classroom. Active time lasts
more or less for 4-5 months during holidays, holidays,
tryouts and other activities. The space used by band
extracurricular activities is located in the south of the
school measuring 9x15 meters. This space should be
the classroom used for theoretical learning. However,
due to the absence of a special band room or
soundproof room, the place is used for band
extracurricular activities.
The teacher gave the band's extracurricular
learning process at Sewon Yogyakarta 1 Junior High
School by learning to play musical instruments and
practical learning. Learning to play musical
instruments is given to students in band
extracurricular activities, which are only the basics in
playing music and getting to know the musical
instruments used to play the band. Theory learning is
given to students who first hold a band instrument.
Theoretical learning for beginners is also intended to
see students who have more abilities than other
beginner students. This is done to determine students
who will play band musical instruments such as
guitar, bass, drums, or vocals.
Learning the practice of the band is done in
practice together with playing a song determined by
the coach, and if there is a mistake, the teacher
immediately gives direction. The teacher also frees

teaching participants to choose the songs that will be
played when the band learning takes place. Practical
learning together can also train cohesiveness in a
team and hone the sensitivity of students to know
where the mistakes are afterwards; students can
improve them. Extra band learning takes place for one
semester consisting of 12 times face to face. In 1
semester divided into three stages. In stage 1 consists
of the 1st meeting until the 4th meeting to discuss the
first song, stage 2 consists of the 5th meeting to the
8th meeting for the second song discussion, while
stage 3 consists of the 9th to 12th meetings to discuss
the third song. At the final stage or the exam is held
after the meeting is completed.

3.3

Band Extracurricular Learning
Results

After the band music, extracurricular activities
process was held, there were three fundamental
findings related to musical aspects, namely
constraints, solutions to learning outcomes. The
results of extracurricular learning are then evaluated
through examination activities. The three
fundamental findings related to musical aspects are
respectively in group 1 consisting of 5 students
extracurricular band activities, each student holding
musical instruments is Ngalim on guitar, Fitri on
vocals, Habib on guitar 2, Hafid on drums, and tough
on guitars 3. Constraints that exist in this group 1 are
the tempo of the song is often not right and
occasionally fast. In students who play musical
instruments drum tempo that is played too fast and not
right, so the song played is not fun to play. The
solution in group 1 is that the teacher provides
direction and guidance with demonstration methods
and drill methods in playing a song on a drum
instrument. Learning outcomes in group 1 show that
playing music must be able to regulate the rhythm
pattern and can adjust cohesiveness. In a group, 1,
music games are good enough to play music together.
In group 2 which consisted of 5 students
extracurricular band activities, each student holding a
musical instrument was Wunglen on guitar, Indah on
vocals, Yeremi on guitar 2, Rendy on drums, and
Dihan on guitar 3. Constraints in group 2 that is, the
students who held the role of vocal when singing the
song somewhat false. However, the song delivered
can adjust the pitch of the sound. The solution for this
group 2 is that the teacher guides students who are
less fit to sing by playing back songs played with
mobile media and laptops to display Mp3. The
learning results in group 2, which are music games,
are quite good at playing music together. In group 2,
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in managing the tempo and rhythm of the song, it is
good enough to be enjoyed.
In group 3 consisting of 5 students extracurricular
band activities, each student is holding a musical
instrument was Irfan on guitar, Naufal on vocals,
Gunawan on guitar 2, Jalu on drums, and Rizky on
guitar 3. Constraints in group 3 that is, for students
who play a musical guitar instrument is not right on
the progress of chords and lack of confidence.
Students who do not fit into the progress of chords
and lack confidence in playing songs are students
who play guitar 1 and guitar 2. The solution in group
3 is that the teacher provides guidance and provides
examples of songs played with demonstration
methods and drill methods. Learning outcomes in
group 3, namely music and compactness games, are
quite good. In group 3, this music game and the
rendition of the song was quite good.

3.4

Obstacles to Band Extracurricular
Activities

In the implementation of band music,
extracurricular learning at Sewon Yogyakarta Bantul
Yogyakarta 1 Junior High School which took place
twelve times this meeting, not all activities can run
smoothly according to what the researchers expected.
However, there are obstacles in the implementation of
band extracurricular learning. Regarding the
obstacles that are intended are problems that arise
outside the musical aspects. As for related to
obstacles beyond this musical aspect in detail,
namely.

3.4.1 Internal Barriers
Six students are indeed still difficult to play a musical
instrument because the talents or interests of students
are not in music. The process of recruitment of
students extracurricular activities of music is not from
the talents or interests of the students themselves, but
some students are only to join their friends to take part
in music extracurricular activities. The habits of
students during the learning process take place, which
is often out of extracurricular music activities because
students have an interest in other extra activities.

3.4.2 Obstacles to External Factors
The limited equipment of musical instruments and
places for the activities of music extracurricular
activities. This is because the school does not have a
particular room for music extracurricular activities, so
it uses student classrooms. Some instruments that are
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not conditioned, such as electric guitar bass
instruments that cannot be used, musical guitar
instruments, and drums are also not maintained so
that it is difficult for students to start the learning
process. The school environment is still lack of
concern for extracurricular music activities. The
school curriculum used for learning extracurricular
music activities only provides learning results in the
form of several songs played.

3.5

How to Overcome Obstacles

In the research process, there have been two
obstacles, namely the Internal and External factors.
As a step to overcome these two obstacles,
extracurricular band teachers use three approaches,
namely the humanistic education approach, media
usage approach, and band learning evaluation
approach. The application of Humanistic Education
Extracurricular learning of bands for middle school
students who are growing up is not easy, because of
the emotions of students who have not been
sufficiently stable. Teachers need an approach to
interact more closely with students. Therefore,
Humanistic education is chosen because of the way
the approach provides the opportunity for teachers to
function as friends so that they can directly relate
more closely to students.

3.5.1 Humanistic Education
Humanistic education has an inquiry-discovery
learning approach where students are allowed to find
and find themselves in solving a problem, but if
students have difficulty students can directly ask the
trainer as a source or consultant or student senior.
According to Yatim, Riyanto explained that
Humanistic Education is an effort to help students
achieve their manifestations (Riyanto, 2009: 140).
Based on the description above, the humanistic
education approach is very appropriate to be used in
the band's extracurricular learning process at the
junior high school level where students are teenagers
and grow up. The interests and talents of students at
that level mostly still experience a period of identity
crisis or looking for their identity, so they need
someone close to them not as a teacher or trainer but
as a friend and senior student.

3.5.2 Media Use Approach
In the use of this media approach, there are two types
of media used, namely the first media in the form of
musical instruments, the two supporting media
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namely mobile as a repertoire, the songs learned are
Mp3 and laptop as a means of publishers. The use of
media in the form of mobile phones and musical
instruments consisting of guitar, bass, drums, mix and
sound is a type of media to realise student
achievement in band extracurricular learning.
Therefore, mastery of playing skills is the main target
in learning through demonstration methods, lectures,
discussions, and drill. The use of supporting media
such as cellphones and laptops to play songs has an
impact on students more quickly understand the
rhythms of songs and chords that are played. The use
of media in the learning process aims to make the
teaching and learning process run smoothly and
according to the results the school wants.

3.5.3 Learning Evaluation Approach
The teacher in conducting the evaluation is, of course,
to prepare the band's extracurricular participants to be
able to perform well at art shows or other events. This
method can also find out how far students are in
learning. Besides the teacher can also find out the
weaknesses and shortcomings of students in playing
musical instruments or mastery of songs. Evaluation
is also to find out the teacher's success in teaching.
The extracurricular teacher of the SMP Negeri 1
Sewon band gave an evaluation in the form of
material playing musical instruments and practical
learning that had been taught during band practice.
The teacher focuses on the band's extracurricular
evaluation for his students. The evaluation used in
each meeting was to measure the development of
students in playing the band, which included playing
techniques.
In the game technique section, the teacher
evaluates students individually from the way students
play musical instruments. The results achieved in the
game technique are that the average student can play
the song smoothly and well. Evaluating the material,
the teacher sees students from mastering and carrying
out the song as a whole and individually. If students
still have not mastered the song material being
played, the trainer directs to justify so that students
better master and understand the song material. The
results achieved in the song material being taught are
that students can receive the material provided by the
teacher.
Students make the sound arrangement; the teacher
listens and controls the sound settings so that the
sound quality that is released sounds balance. On the
results achieved in this sound arrangement, the
average student can begin to get used to the sound
given by the teacher, namely controlling the sound to

be balanced. Evaluation in appearance, the trainer
evaluates the appearance of students from the form of
stage mastery, compactness, and communication
between players. The results achieved were in each
band's extracurricular groups in terms of the achieved
students had begun to get used to and could be better.

4

CONCLUSIONS

The discussion of band extracurricular learning at
Sewon Yogyakarta 1 Junior High School Bantul
Yogyakarta Academic Year 2017 can be concluded
that the forms carried out in the learning process using
a humanistic education approach, media use
approach, and evaluation approaches have a positive
impact on students in understanding band music
learning. The lecture method, demonstration method,
discussion method, and drill method are part of the
band music learning process. The approaches and
methods of learning carried out are very supportive
and can be understood from the band's extracurricular
learning process.
In the band's extracurricular learning process
there are musical, and obstacle obstacles that are nonmusical, such as the level of musicality and skills are
not the same, the situation of learning conditions that
are not conducive and inadequate facilities. The
results obtained in the band learning process through
the approaches and methods used can overcome all
the obstacles and obstacles that arise so that in
extracurricular learning the band at Sewon
Yogyakarta 1 Junior High School can run smoothly
and produce a good learning process.
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Abstract:

This paper aims to discuss an approach of propaganda used by the military regime of Japan (Dai Nippon),
during the liberation campaign of Greater East Asia in Malaya in the timespan of 1942 to 1945. The methods
used is through the impact and influence of visuals as a platform for effective indoctrination. The strategy is
known as Minchin Ha’aku (winning the hearts of the people) and Senbu Kosaku (indoctrination and subduing
of the people). The Japanese regime through the Department of Propaganda (Senden-Bu) is a unit that is
responsible for enforcing this program, through rigid censorships before it reaches the masses. Hence, this
paper systematically analyses the visuals as a propaganda entity that can persuade the people of Malaya to
support the New Order and its policies (Shin Chitsujo) promoted by the Japanese administration. The
manifestation of visual artworks in the form of propagandistic posters, pamphlets, illustration and editorial
cartoons filled the spaces of buildings, offices, schools and in prints such as newspapers and magazines. It is
clear that historical records tend to describe a negative tendency towards the Japanese occupation. Therefore
this paper gives a new and an alternative perspective which shows that there is support towards the occupation
and its policies whereby visuals becomes its pictorial narrative.

1

INTRODUCTION

The landing of the Japanese army in Malaya, on
December 8, 1941, in Kota Bharu, Kelantan recorded
another episode of the colonization of Malaya from
another foreign force. The power is coming from the
east, from Asia itself, which brings the slogan of 'Asia
for Asia', 'Hakko Ichiu' and the romantic doctrine of
the 'Co-Sphere Prosperity of the Greater East Asia'.
The surrender of the British government to the
Japanese, on February 15, 1942, in Singapore,
marked a new chapter to Malaya. During the three
years and eight months of the occupation forms the
wide notion of a fascist and autocratic rule of the
Japanese Military Administration (Dai Nippon).
However, despite the negative perception among the
people of Malaya, there appears to be support and
appreciation given, which assumed the Japanese as a
'great liberators' from the British colonial, which has
been in power for over 100 years. For example,
support is shown by the left political party, Kesatuan
Melayu Muda (KMM), through its progressive
organizer, Ibrahim bin Hj. Yaacob, has embraced the
presence of the Dai Nippon regime over Malaya.

The Dai Nippon efforts and policies have been
widely disseminated, through programs and
propaganda activities, among others, involving the
use of visuals, in addition to such media as radio
broadcasts, literature, news and theatre performances.
The Japanese, as it is known, also impose tight
controls on freedom of speech. The Propaganda
Department (Senden-Bu) established by the end of
1942, is generally responsible for the distribution of
information and propaganda to win the support of the
people (Md. Sidin Ahmad Ishak, 1998). Visual
propaganda that is broadcasted in mass media and
public place requires approval and be regulated by the
department,
headquartered
in
Syonan-To
(Singapore). To achieve this goal, the Japanese have
adhered to two main principles: winning the hearts of
the people (Minchin Haku), and indoctrination and
subduing of the people (Senbu Kosaku). This
principle needs to be implemented and mobilize to the
masses, in order to gain support towards the ongoing
war campaign (Dai Toa Senso). Based on this
conviction, Malaya had to be brought to the Japanese
perspective, and therefore propaganda was conducted
to support the doctrine of the 'Co-Sphere Prosperity
of the Greater East Asia', 'Eight Continent under One
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Roof' (Hakko Ichiu) and various 'New Order'
campaigns (Kurasawa, 1987).

Figure 2: Cartoon Malai-Go For Nippon-Jin-An Object
Lesson, Malai Sinpo newspaper, 24th April 1943

Figure 1: Illustration of Tentyo Setsu Celebration in
Syonan, The Syonan Shimbun newspaper, 30th April 1943

Visual 1 captures the birthday celebration of
Emperor Tenno-Heika's birth, Hirohito or often
called 'Tentyo-Setsu', was published on April 30,
1943, by Malay propagandist, Abdullah Ariff. This
illustrates the symbolization of integration, support,
intimacy and cooperation between the Japanese and
the people of Malaya, especially among the Muslim
society. The visuals are subtle in attracting audience
and indoctrination, to support the Japanese
occupation. The images also illustrate the attitude of
the Japanese administration that respects local culture
and customs in its propaganda order. The people in
Malaya was portrayed freely practising their way of
life and culture, without any restrictions from the
government. An image featuring art activities
performed along the way highlights the enthusiasm
and excitement of the community celebrating the
government's event. There was no representation of
the conflict of war, other than images of the people
enjoying life in a safe period. Propaganda and its
motivation are further reinforced, by the image of the
Japanese flag (Hinomaru), symbolizing the
sovereignty and power of the ruling government
which has been legally administered throughout
Malaya.
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Visual 2 is a cartoon that was aired on Saturday,
April 24, 1943, by cartoonist Chan and Leong. ProJapanese propaganda with the message of spreading
the usage of the Japanese language among the people
of Malaya is presented by the cartoonist, in support of
Japan's efforts and endeavours. The Japanese male
characters are manifested friendly with the kids who
do not mind being treated by them. The smiling and
expression-friendly face expresses the significance of
reinforcingthe relationship between the colonists and
the people. The Japanese man seems to be willing to
be held and pulled on their limbs by the three
children. It carries a very effective propaganda
message that penetrate the heart of the reader. The
colonized and the Japanese, are often referred to as
bad, violent and abusive elements, but the
cartoonsshow otherwise. The cartoonist tried to
soften the character of this Japanese man, depicting a
girl hugging him closely, while smiling. In a deeper
context, this means that the people of Malaya and the
security of the Malays are guaranteed by the
Japanese. This image also serves as a precursor, to the
Japanese call for liberation of Asia from the British
grip, with the slogan; 'East living in East, West living
in West, East increasingly prosperous, West
increasingly destitute'.
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Figure 3: Photography on the front page, Fajar Asia
magazine, 27th March 1943

Visual 3 is a photographic image that reflects the
spiritual activities of Muslims in the open space of a
mosque, linking it to the commemoration of the birth
of the Prophet Muhammad PBUH). The Japanese
wisely took the opportunity of this event and its
significance among the Muslims to be published on
the front page of the ‘Fajar Asia’ magazine. The
visual displays the headline ‘Peringatan Maulid Nabi’
and the phrase ‘Hidup Islam’ (long live Islam), shows
the efforts to illustrate a friendly attitude and not
prejudice to the Muslim community. Religious
sentiment has been manipulated by the Japanese, in
order to justify their stand, which recognizes religious
practices by the people of Malaya, without any
restrictions and rules. Indirectly, the Japanese
administration is seen as trying to attract the Malay
population, by which the majority of whom are
Muslims, to support and cooperate with them. As the
Prophet is regarded as a liberator by the Muslims, the
Japanese took this symbol to signify their liberation
acts for the people of Malaya. In this context, visuals
are used as a weapon in the media to
influencepeople's minds and support the Japanese
Government. This is furthered with the conception
and practice of 'Shintoism' that is less dogmatic,
allowing the Japanese to participate in this
celebration.

Figure 3: Poster ‘Belajarlah! Pakailah! Bahasa Nippon!’,
circa 1943

Visual 4 is a poster illustration that encourages
Malayan people to learn Japanese language (NipponGo), by the artist Y.Kurakane (Yoshiyuki Kurakane).
The 48 cm x 71 cm poster is released around 1943,
that shows a serious effort by the Dai Nippon, to
introduce the Japanese language to the people of
Malaya. The Japanese intend to make Nippon-Go as
'lingua franca', capable of being a nation's medium of
speech, in a greater commonwealth that includes East
Asia. It was issued by Senden-Bu (Propaganda
Department), based in Singapore. Complementing
this pictorial poster, is the text in Malay (Rumi),
English and Japanese (katakana), to enable observers
to visualize the visual meaning.

Figure 4: Leaflet ‘Make Fortune by Co-Operating
With Japan’, circa 1943
Visual 4 is a leaflet entitled "Make Fortune by CoOperating with Japan", circulated in 1943, that
encourage the people Malaya to work with Japan
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through business and trade activities. Images of a
group of people, who stormed Japanese-owned
business premises, can be identified, through the
visual of the Hinomaru flag as an entity, or a symbol
of the owner of the premises. The katakana-written
texts on the signage of the shop read 'Japanese Store'
and 'Japanese Goods'. The activities of buying daily
necessities brings the meaning of purchasing power
among the consumer society to boost economic
activity during the occupation period. In the top
corner of the leaflet, exposed a figure of an English
man, with his depressing face expression, lifting his
chin with his hand that aims to describe the British,
who is facing bankruptcy. The closure of a British
store is symbolically related to the embarrassing
British defeat in the campaign of the Great Eastern
Asia Great War (Dai Toa Senso).

transformation efforts, organized by the Japanese
Government. Healthy and energetic youth is an
important asset to the government, as a frontline to
defend its rule in all aspects. The 'New Malai' (New
Malaya) doctrine, sparked by the Japanese,
encouraged agricultural activities (cultivation),
cultural transformation and a new educational system.
Japan's systematic and state-of-the-art doctrine were
designed to replace the old order and systems adopted
from Europe. The Japanese Army administration
encouraged Malaya to cultivate, more than what the
British had endeavoured.

Figure 6: Cartoon Freedom, Liberty & Co-Prosperity
Via Nippon, Syonan Shimbun Fortnightly
newspaper, 6 Jun 1945

Figure 5: Poster Hiduplah Malai Baru, February 1944
Visual 5 is a poster dated on February 15, 1944,
marks the second anniversary of Dai-Nippon's
success in liberating Malaya and Singapore (Syonan
To) from the British. The image of a man working on
paddy fields brings meaning to the community's
support to agrarian campaigns and policies. The
strong and stout figure envisions the indispensable
workforce of youth that contributes to the reform and
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Visual 6 is a visual propaganda cartoon using the
title Freedom, Liberty & Co-Prosperity Via Nippon
(Freedom, Independence & Commonwealth Together
with Japan) that is circulated during the edges of the
Second World War. The cartoon is broadcasted two
months before the giant explosion in Hiroshima,
which serves as a strategy in the last minute, to
mobilize the masses, to stay together and support the
Japanese side. The notion of the end of the war that is
not infavour of Japan is still manipulated by visual
images, reflecting the unwavering support of the
Asian people to them. Westerners, such as the United
States and the British, are manifested as barbarians,
ferocious animals, but frustrated and hungry,
resulting in a fatal war. This can be noted in the image
of skulls and bones, which bears the effects of greed
and humanitarian conflicts with the damaging effects,
devastates and injures the western-occupied countries
such as Nanking, India, Africa, France, Canada and
Australia. A manufacturing consent, which uses
visual as a powerful entity, is perceived to be
effective to impact the audience.
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2

CONCLUSIONS

Visual is a ‘non-military’ weapon of the Japanese
Military Administration which has its appeal in
conceptualizing the understanding and acceptance of
its observers. The Japanese propaganda attacked
Malaya, through the Asian slogans of Asian
liberation, the 'Co-Sphere Prosperity of the Greater
East Asia', New Order era of 'Dai Toa Senso', and also
the 'Hakkoichiu' conception (Eight World Angles
Under One Roof). This means that the Japanese claim
that their actions in Asia are a form of liberation, and
not an occupation. The Japanese shouted that the
Asian country had been successfully released from
the grips of the Imperialistic powers of the West.
Accordingly, departments and units of Senden-Bu
(Propaganda), are believed to have been the most
important indoctrination unit of the Japanese by
organizing propaganda programs throughout Malaya,
from 1942 to 1945. One of its approaches was to use
powerful visuals to attract support, attention and
sympathy among the masses, along with other
mediums such as literature, radio and propaganda
film. Understandably, visual has become an effective
tool for attracting attention, persuasive power and
useful sources of indoctrination. This is closely
related to the changing viewpoints and mass reaction
from the people of Malaya to the political, social,
economic and religious issues. Indirectly, if it is
refined from different points of view, the occupation
advocates the spirit of independent nationalism for
the multiracial people across the region. The appeal
of liberation, opposition and echoes of anti-colonial
nationalism, invokes a call upon the wind of
independence and self-governing system by
combating the powers of Western imperialism. As we
can see in the historical memoirs, after the defeat of
the Dai Nippon, together with the end of the Second
World War episode, several countries in the Asian
continent, have gained and enjoyed independence.
The Republic of Indonesia declared its independence
on 17 August 1945, followed by India on August 17,
1947, Burma asserted its independence, on 4 January
1948 and subsequently Malaya, declared
'MERDEKA' from the British Empire, on August 31,
1957.
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Abstract:

This paper reports the activity of using a movie to provide students with artistic and emotional experiences in
recognizing good values of humanities. The activity is a part of Australian Studies course delivered at the
Study Program of English, Universitas Brawijaya, and the movie being reviewed is an Australian box office
“Legend of the Guardians: The Owls of Ga'Hoole”. During the movie appreciation, the students are instructed
to focus on (1) the indigenous value and culture found in the movie, (2) the most impressive aspects of the
movie, and (3) the character’s inspiring line(s). The result of the activity shows that most students recognized
the Australian value of “mateship” which was shown by the main characters. Australian indigenous culture
such as telling stories of legends and myths and about the Dreamtime is well addressed by most of the students.
The students are also seen to disclose their understanding of universal values of good and bad. The students’
most favourite line, which is uttered by one of the main characters, “Mend the broken, make strong the weak,
and vanquish all evil” reflects the students’ awareness on the importance of adopting good values and
suppressing the bad ones.

1

INTRODUCTION

Higher educational institutions have long been
recognized to contribute to the development of
society and human civilization. This is due to their
role in not only providing the students with series of
knowledge and skills in disciplinary fields, but also
utilizing the students with sense of awareness on how
to function well in society. Nowadays, many
emerging situations such as social ignorance and
family values deteriorating have challenged our
global society that if left unacknowledged may lead
to an egoistic, selfish, and unemphatic life. Therefore,
as an educational institution, universities may assign
themselves to encourage their students to adopt good
values that should work well in creating a harmonious
society, and one of achievable efforts is by designing
activities emphasizing on the acknowledgement of
good humanity values in regular courses. For
example, Australian Studies which is an elective

course offered by the Study Program of English,
Universitas Brawijaya provides a room for the
aforementioned activity.
Taking a movie into classrooms as a part of
learning activity is practical yet engaging. Students
can learn many aspects depending on the course
objective and the film selection. Celli (2011, p. 1)
mentions that a work of art can replicate realism and
epitomise nature and he further suggest that “When
elements that define a nation’s historical and cultural
identity appear in popular films, it is possible to see
such imitation in action.”
Thereby, as a work of art, a film like Legend of the
Guardians: The Owls of Ga'Hoole can illustrate
storylines, conflicts, and characters that are relevant
with the given setting, which is Australia, making it
suitable as a material selection discussed in the
course.
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2

FROM OWLS TO HUMANITIES

The activity being reported was a part of learning
activities conducted in Australian Studies course. The
movie selected is Legend of the Guardians: The Owls
of Ga'Hoole, an American-Australian 3D computeranimated fantasy advanture film which was released
in 2010 and was directed by Zack Snyder based on
Kathryn Lask’ Guardian of Ga’Hoole series (Animal
Logic Entertainment, 2010).
This movie was selected at the first place
considering that it has several aspects relevant to the
objective of Australian studies course. The tale is
situated in Australia and shows some geographical
and cultural features that can be found down under
such as the Three Sister rock of Blue Mountain in
New South Wales, Australian gum trees, as well as
the story telling culture and the cave drawing/painting
of Australian indigenous people. Furthermore, Clarke
(2010) suggests that through many ‘breath-taking
moments’ the owls of Ga’Hoole teach more than
wisdom to its viewers. More importantly, Thomson
(2016) claim that “A good film does more than
entertain or fill seats at the cinema. It has the power
to change hearts and minds – and sometimes society
more widely.”
The film appreciation on this movie selection
proved to endorse the notion that a good film
containing good values can ‘touch’ its viewers
effortlessly. This is reflected in the students’
responses upon watching the movie of Legend of the
Guardians: The Owls of Ga'Hoole. All students agree
on the good values depicted in the movie through its
storyline and the characters, and they recognize the
evil deeds as having bad values to avoid.

2.1

Australian Indigenous Values and
Culture

Australian indigenous values and culture are literally
and figuratively projected in the film of Legend of the
Guardians: The Owls of Ga'Hoole. The cultural
heritage and culture are clearly presented along with
the main character, Soren. Soren and his family reside
on a tree whose situation has resemblance to a cave
that has been ancient Australian indigenous residence
for thousands of years.
Having read about Aboriginal and Torres Strait
islander people’s history, the students’ eyes are easily
caught by the paintings on the wall of Soren’s tree
home which resemble those found in ancient caves in
Australia. The cave paintings are parts of indigenous
tradition serving as resourceful media recording

information on past events or stories. The students
also noticed the story telling activity taking place in
Soren’s home and they relate this event to Australian
indigenous oral story tradition.
Besides the traditions, the students recognize the
indigenous values extracted from the storyline and the
characters’ depiction. Most students agree that,
through the owls, the film is promoting several
indigenous values of unity, trust, loyalty, peace and
harmony, and belief in history and tradition.
Among the comments delivered by the students
regarding the indigenous values and culture, seven of
them are presented as follows:
Student’s comment 1
“The indigenous value(s) that I found are
about trust, because whenever you
trust/believe in someone, those whom you
believe in will be help you whenever you
need help. Second is unity. To fight against
something evil, you need to unite with the
person you trust. From the culture aspect, I
can see that in this film they (read: the owls)
preserved the story of their ancestor with a
picture(s) in the wall and by stories they tell
to the youngster.”
Student’s comment 2
“The indigenous value that I found in this
movie is we should live in harmony. Love,
care, and respect are some of the keys to
create a harmony. Because when you bring
these keys into your life, you’ll always find
peace wherever you are. Just throw away the
arrogance, it is such a negativity that will
destroy you.”
Student’s comment 3
“The indigenous values that I find in this
story is about trust. This story has relation
with our daily life, how to realize with our
dream even it looks like impossible. The
power of trust is pictured by Soren who has
belief in the story of the Guardians. Even
though, many people ignore the story, Soren
is still curious and believe that the story does
exist. If we have a dream, we have to make it
possible and make it comes true.”
Student’s comment 4
“The indigenous values I found in Legends
of The Guardians: The Owls of Ga'Hoole are
that they believe in their history, they cherish
and are never tired of hearing those stories of
their Guardians, the Owls of Ga’Hoole. Even
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when they’ve have never seen the Guardians
themselves, they still believe that the
Guardians are the heroes and the history was
not just a story. They cherished and apply the
good morals from the Guardians into their
lives, make them as the role of what they
should be as owls. The strong belief of
something the owls have never even seen
before in this movie is the indigenous value I
found.”

The supreme digital production of the given
motion picture has provided its viewers ultimate
artistic experiences and the storyline has taken the
viewers into emotional involvements. In addition to
these strong points, good humanity values can always
be originated in almost all aspects of this movie.

Student’s comment 5
“The indigenous values that I can found from
this film is loyalty. Loyalty from the movie
that I can take is that how loyal we are
towards a person or groups. Soren, shows us
how loyalty is supposed to look like. He
won’t ditch his own family or groups in order
to achieve power in a wrong way.”

All students participating in the designed activity
acknowledge the quality of the animation and
admitted to be visually and auditorily pampered. The
sophistication of the art work in this animation
making geared the students to appreciate the hard
work of the animator in creating detailed and lively
graphics. This leads to the recognition of the hard
work and giving the best efforts in our work as
exceptional values treasured to be adopted in the
students’ both present and future life.
The unusual visualization of some characters
delivers messages exceptionally. Most students
brought up the contradictory appearances of Nyra and
Ezylryb with their personality. Nyra is picturised as
very beautiful and admirable in her clean white
feathers, but she has an evil heart. On the other hand,
the details of scars and wounds on Ezylryb’s body and
face and his messy feathers is out of anyone
expectation that he actually has a noble and brave
heart. Focusing on this graphic aspect to depict the
characters, the students mention to not judge other
people merely from their physical appearance
because looks may be deceiving. More importantly,
the good value to highlight is that having good
personality should be considered more essential than
being only good looking.
The graphical work on contrasting the settings of
St. Aegolius Academy for Orphaned Owls which is a
part of the Kingdom of Tytos and the Tree of Ga’Hool
also creates an awareness for the students on the
effect of practicing or assigning different life values.
At St. Aegolius Academy for Orphaned Owls or St.
Aggie’s, among the darkness, fire, and dust, the life is
miserable for all suppressed owls of lower castes.
Contradictorily, the life in the tree of Ga’Hoole, with
green trees and bright and clear scenes, is perceived
to be harmonious and convenient because every owl
is treated fairly and they are always ready to help each
other. This graphical depiction offers the viewers to
recognize the egalitarian, fair play, and ‘mateship’
values that have been claimed to be some of good
values assigned in all aspecst of life in Australian
society.

Student’s comment 6
“The indigenous value(s) that I got from the
movie is trust. This is the most important
thing in this whole movie, in my opinion. We
can see it in the whole journey of Soren. This
movie taught us about trust which seems to
be a simple thing to say, but in fact is very
hard to do. When you got trust. You can do
anything and everything together.”
Student’s comment 7
“I think the indigenous value that this movie
wants to tell is about Collectivism. It stands
for the practice or principle of giving a group
priority over each individual in it. It is clearly
shown how Soren and his squad uphold this
idea from the journey in finding the sea of
Hoolemere until they become guardians. It's
very relatable with Australian indigenous
value which has very high sense of belonging
on each member.”

2.2

Humanity Values behind the
Impressive Aspects of the Movie

Legend of the Guardians: The Owls of Ga'Hoole
motion picture is selected to review not only because
the movie setting is based in Australia but also
because it was created by an Australian animation and
visual effects digital studio, Animal Logic that is
world widely well known for producing high quality
animations.
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2.2.1 Good Values behind Artistic
Experiences
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2.2.2 Good Values behind Emotional
Experiences
All students admitted that this motion picture offers
interesting storyline and strong characterizations. The
viewers are taken into the journeys of different
emotions of the characters such as happiness, love,
hope, courage, fear, sadness, jealousy, and anger.
The scene showing the main character’s family
engagement at the beginning of the movie bring the
viewer the sense of happiness, warmth, love and care
people can get from a family. The students can feel
the loving attitude of Soren toward her brother and
her sister. Also, Noctus and Marella, are seen being
warm and responsible parents to Kludd, Soren and
Eglantine. However, this condition might be easily
ruined when any member of the family behave
inappropriately. For example, Kludd’s behaviour
sparked an argument and was found annoying due to
his ignorance attitude and his refusal to play and have
some good times with his siblings. His envy of his
younger brother leads to a more serious trouble and
conflict.
Some emotional moments are observed when
Soren keep on showing that he cares about his very
own brother, Kludd, no matter situations they have,
but Kludd does not show the same affection to him.
From this, the students can learn a powerful lesson
that even though others do bad things to us, it does
not mean that we have to be as bad as them. Instead,
we have to keep on doing good things such as taking
care of our family and friends and getting ready to
help them whenever needed.
Determination is another good value offered by
this movie which is depicted through Soren’s
characterization. Soren is represented as being always
optimistic regardless the difficulties to face.
Confidently, he ensured Gylfie when she could not
see any way out. He is very determined to find and
get the help from the legendary Guardians of
Ga’Hoole, and do all that it takes to achieve it.
This movie also reminds the viewers that a person
must not become selfish by sacrificing his friendship
as these will harm not only those whom are betrayed
but might also harm the egoistic individual himself.
An exemplary scene for this lesson is picturised
through the character of a traitor named Allomere
who got killed instead of being given higher position
and power.
Throughout the movie, it is shown that the
protagonist owlets always get some help, advice, and
encouragement from adult owls. Similarly, all the

miseries are also caused by adult owls. Thus, some
students perceived that this movie was created for and
intended to not only children but also for parents and
other adults. The roles of adults are very important in
introducing good values and, in turn, creating better
societies who assign good humanities values.

2.3

Inspiring and Meaningful Lines

Having learned different aspects of language and
literature, the students of English Study Program,
Universitas Brawijaya must be aware of the roles and
importance of language in human life. Being used
appropriately, some language expressions can be very
powerful in delivering certain messages or even
changing people.
After watching the assigned movie, the students
discussed several lines that they consider inspiring
and meaningful. They also elaborate why they can
relate to lines. The followings are the lines prised by
most of the students.
Line 1
Soren:

“To mend those who are broken, to make
strong the weak, and without hesitation,
vanquish the evil.”
(and it’s variation)

Narrator: “They strengthen the weak, repair the
broken, and undoubtedly defeat evil. And
when the sun shines again, all can see that
they win over evil.”
The utterances in Line 1 is favourited by most
students because this line delivers a strong message
to the viewers of the film. One student mentioned that
he was motivated by this line to be a better person that
is skilful and emphatic so that he can help those in
need as much as he can. Others suggested that the line
is very realistic considering that the ‘evil’ always
presents in society. Thus, everyone needs to be aware
of this situation and should not be hesitate to fight
against all kind of ‘evilness’. Also, even in the worst
and the most difficult situations, we have to keep
believing that eventually the good will always
overpower the evil.
Line 2
Ezylryb: “What did you expect? Some Tyto Alba with
gleaming armour and metal claws, the moon
rising behind him? Well, this is what it looks
like when you actually fought in battle. It’s
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not glorious, it’s not beautiful, it’s not even
heroic. It’s merely doing what’s right and
doing it again and again, even someday
you'll look like this.”
Another inspiring and touching line was uttered by
Ezylryb, the of Lyze of Kiel, as stated in Line 2. This
line is very meaningful and inspiring because it is
delivered in a very straight forward way. To some of
the students this Line 2 serves as a reminder that
heroes don not always look glorious, beautiful and
big. One student mentioned that we have always
pictured heroes in our heads to look as good as
Superman or Captain America, while actually not all
heroes look that good. Take the most classic example,
our parents, they are heroes but do they look as good
as Nyra who is white, clean, and sturdy? They look
tired and old for fighting battles to do good for their
children and doing it repeatedly that they do not care
about how they look anymore. She continues by
suggesting that Ezylryb’s statement is a reminder that
real heroes, who have fought battles for good, do not
look as good as the one you have imagined but they
are as heroic as what you have imagined.
Line 3
Soren: “Yes, the only proof that I have are my words.
But words are the only proof I ever had that
you were real. And still, I believed”
The second popular line is the utterance presented as
Line 3 because according to the students this shows
how strong Soren’s belief in the history of The
Guardians is regardless the fact that he does not have
anything to prove their existence. Also, from that line,
another student claims, “We can learn that we need to
believe what we believe. Then it would bring us to
goodness and satisfaction. It also reflects that words
are so strong that they can influence people’s mind
and feelings.”
Line 4
Soren: “We are gonna find the guardians of
Ga’Hoole”
The simple utterance of Line 4 is considered inspiring
and meaningful by some students because it contains
deep meaning to them. This line shows that Soren has
a strong belief and willingness to find the Guardians
to save them. Also, as a more superior owl, Soren uses
‘we’ instead of ‘I’ to ensure that Soren and Gylfie are
going through the struggle together, watching each
other’s back, and trusting each other.
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Line 5
Gylfie: “We are each other’s family now. We’ll find
them together”
One of the students’ remark on Line 5 is “I choose
this line as my favourite from the movie because trust
is important. Supporting each other through thick and
thin is also important. I can see that even though they
are not related by blood, the bond they have is very
much like family and it is not easy finding that kind
of bond.” This line shows the spirit of ‘mateship’ that
many Australian consider important to adopt in their
society life.
Line 6
Da: “Now, Kludd, stories are part of our culture and
our history. We learn from them. Even after the
700th time.”
Line 7
Da: “Kludd, just because you can’t see something,
doesn’t mean it isn’t real.”
Line 6 and Line 7 are favourable by the students as
inspiring because they feel to relate to this line in a
way or another. One of the students stated “I like this
line because I agree with the dad said. History and
culture will remain and be remembered if we can
preserve from generation to generation and one of
them is through stories.” It is true that a history is a
past stories that are not experienced by all people
especially those who live in later period of times.
However, many aspects in a history always teach us
various good lessons.
Line 8
Grimble: “They said the wings of Lyze of Kiel are
short too, but it didn't stop him.”
This Line 8 is selected by a student because it should
have inspired everyone that no matter who you are,
how small you are, and what kind of owl you are, if
you want to be great, what you really need is
determination and a strong will. This good value is
definitely applicable for all people of any society.

3

CONCLUSIONS

A decision to expose undergraduate students to
different cultures and life experiences could be
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considered as a favourable effort to promote global
harmony. Carefully selected films or motion pictures
may serve as perfect media to introduce students to
different cultures and values considering that the
films are made to project real life situations or depict
common emotions. Many times, observing what
happens in others’ life is easier than examining what
is happening to ourselves. Thereby, assigning
students to review a film and find values and
messages in it, like the activity being reported in this
article, is proved to be effective. The students can
well identify the good values and culture while
enjoying high quality animation motion picture.
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Abstract:

Human beings grapple with a wide range of uncertainties and ambiguities in the process of cognition. Fuzzy
Philosophy theorizes that there are major changes in the way humans think. Fuzzy Philosophy is also widely
used in theorizing about art, such as the fuzzy aesthetics in artistic aesthetics, the fuzzy beauty in music
appreciation, and the hazy beauty that all embody Fuzzy Philosophy. This article is inspired by the theory of
Fuzzy Philosophy and uses Xiong Xiao’s erhu ensemble’s work called “Opera Mask” as the entry point into
analyzing the work’s timbre and sound layout, pitch organization and tonality, unconventional performance
and other aspects, revealing elements of fuzzy aesthetic philosophical theory contained in the work. Analysis
of this work can provide a useful reference for the creation of contemporary national chamber music and can
provide a new way of thinking about the innovation and development of contemporary national chamber
music. At present, the creation of contemporary national chamber music no longer occurs in a single,
invariable and unified state, but through a multi-innovational, multi-form and multi-level process. In this new
and changing situation, Chinese contemporary national chamber music should no longer be limited to a single
positioning but should cover multiple aspects of fuzziness. These multiple aspects that characterize a fuzzy
creation method are useful for obtaining a larger and wider creative space that will also represent an expansion
of creative ideas and methods.

1

INTRODUCTION

There are many different experiences in human
development. Art is an indispensable phenomenon
that validates the existence of mankind. Fuzzy art is
one expression of an ever-changing emotional
experience that cannot be seen and that is an
emotional state of aesthetics. Fuzzy aesthetics is a
subject that researches the uncertain state of beauty in
nature, society and art. Aestheticians throughout the
ages have spent their lives exploring the mysteries of
beauty. There are also philosophical theories of fuzzy
aesthetics in contemporary national chamber music.
The characteristics of fuzzy aesthetics philosophy
theory are various and embodied in uncertainty,
integrity, mutual penetration, transition and change.
“Crazy for innovation” is the general trend of
contemporary music creation by which it is the
responsibility of Chinese composers to explore new

techniques and the new vocabulary of Chinese
contemporary national chamber music works. For
example, “Opera Mask” created by an erhu quartet, is
a work by the composer Xiong Xiao combining
traditional cultural and contemporary connotations.
The work depicts the various styles of Peking Opera
on the stage with occasional and unique sound effects.
This article considers pitch organization and mode,
tone sound, techniques and other aspects of in-depth
analysis. The analysis of “Opera Mask” helps to
further understand the work’s characteristics using
the Fuzzy Philosophy theory. It is the authors’ hope
that the analysis will provide a reference for the
creation of contemporary national chamber music
work.
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2

TIMBRE AND SOUND LAYOUT

The work “Opera Mask” uses the contemporary
composition method in the layout of timbre and
sound. It uses the ♭B, C, D, three core sound of
various arrangements of modulation, transposition
and is constantly repeated, showing the theme of the
motive. In contemporary national chamber music
works, the pursuit and performance of distinctive and
personalized timbre and sound have always been one
of the key development objects of composition
techniques. “Opera Mask” highlights the rich timbre
and flavor of erhu. It not only designs the unity of
timbre, on the whole, embodying the timbre
characteristics of erhu, but also designs the prominent
combination of new timbre sounds and arrangements
from the expressive needs of each paragraph content.
Furthermore, the work also explores feasible ways of
composition from the unique and creative artistic
perspective of the work.

2.1

Overall Layout

In terms of the overall layout, “Opera Mask” presents
the timbre characteristics of the erhu in different
timbre layouts. According to the needs of the work,
the unique timbre and range of the Erhu quartet are
presented through different contents.

2.1.1 Introduction
The introduction starts with the bow hitting the
canister, showing the timbre of the percussion
instrument, which forms a sharp contrast with the
quick playing of the semiquaver. At the same time, a
strong dynamic tone appears with the free speed and
the appearance of overtones combined with a sliding
tone.

2.1.2 The Other Parts
In part one and part two, the theme motivation
combines the flatness of play with transposition to
show the lasting appeal of opera style. In the third part,
a transitional free phrase is added which is set off by
a single glide tone and accented dense tone pattern to
increase the concentration and density of the timbre
and natural transition into the strong dense timbre of
the fourth part.

2.1.3 The embodiment of the Characteristics
of the Fuzzy Philosophy
The appearance of this transition exhibits transitional
features in fuzzy aesthetic philosophy theory such
that features gradually develop from one stage to
another stage, which can also be called the
intermediate state. Transition is indispensable in
musical works and is becoming an important means
to enrich the timbre. After the intermediate state of
the transition to the more intense fifth part of the work
results in a strong ending. Thus, what is created is the
sense of paragraph level on the overall sound,
highlighting different timbres in different paragraphs,
progressive layers and ending at the climax. The
paragraph level is contained in its entirety explainable
by the wholeness of fuzzy philosophical theory. The
work focuses on the overall grasp rather than parts
whereby each part in the blend and penetration
constantly makes its outline so that impression
disappears in a mutual connection. This
interconnection reassembles a unified whole to
outline an impression. It is hazy, demonstrating a kind
of vague aesthetic feeling.

2.2

Presentation of Parts

In addition to the overall timbre layout, “Opera
Mask” also highlights and explores the relationship
between different timbres and configurations through
the presentation of paragraph contents.

2.2.1 Part One (6-12 Bars)
In part one (bars 6-12), the four voices are
interspersed and the theme motivation is mainly
played in flatness, accompanied by Pizz, slide tone
and increasing the richness of the theme melody. At
the same time, the combination of 3/4 and 4/4 in
rhythm seemingly irregular and uncertain, actually
increases the melodic drama and presents the rich
timbre of the erhu. Bars 6-9 intersperses different
timbre combinations such as hitting the canister, Pizz
and slide tones to show the theme motivation around
the C core (see Figure 1).

Figure 1: (Bars 6-9)
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2.2.2. The Other Parts
Part two (bars 13-23), highlights the timbre change in
transposition and at the same time adopts a rich
rhythm decoration and explores the new timbre.
In part three (bars 24-44), the melody in
transposition is combined with the transitional
phrase, and the tone colour of the monophonic part
and the four-part part section is contrasted to
highlight the lucidity of the theme melody performed
with uncommon fragments.
Part four (bars 45-87), presents the image of the
Beijing Opera with intense gongs and drums
gradually pounding away and reveals the sharp
contrast in timbre. Entering the fifth part (bars 88123), the fast jump and slide tone form the sound
effect, highlighting the contemporary playing color of
national musical instruments.

Table 1: The overall tonal layout
Parts

Bars

Mode

Explain

Introduc
tion

1-5

e YU

Bars9、12、13
transposition.

Ⅰ

6-8

c YU

10-11

e YU

14-16

g YU

18-21

e YU

24-28

a YU

30-38

♯f YU

45-50

e YU

53-56

d YU

88-101

e Gong

116-123

d YU

Ⅱ

Ⅲ

2.2.3 The Embodiment of Characteristics of
the Fuzzy Philosophy
The combination of different timbres embodies the
characteristics of mutual permeability found in the
theoretical framework of Fuzzy Philosophy. There
are differences between the timbres of Pizz, slide
tone, percussion and long tone, constantly realizing
mutual infiltration, mutual transformation and mutual
transition presenting a variety of crossover states.
This crossover shows the rich character of the music
and provides a reference for the creation of
contemporary national chamber music works.

3

PITCH ORGANIZATION AND
TONALITY

In terms of designing pitch and pitch sequence, the
work mainly follows the Chinese national mode and
the seven tones YU mode combined with mode
variation required by contemporary performance. ♭B,
C, D comprise the core of pitch organization form and
that is Beijing Opera XiPi cavity characteristics. The
three main tones throughout the entire music piece,
combine modulation and transposition in contrast and
development.

3.1

Ⅳ

Ⅴ

Bars 17、22-23
transposition、r
hythm
decoration.
Bars29、39-44
transposition.

Bars 51-52、5759 transposition.
Bars
60-84
modulation.
Bars
85-87
repeat.

Bars
102-115
variation.

3.1.1 The First Part
The work of the first part theme development of ♭B,
C, D, ends with C. The whole phrase contains only
four ♭B, C, D, G, as a type of Chinese national
pentatonic mode. C is the scale-step that should be
emphasized in the Chinese national mode and is the
backbone of the national chord. ♭B and D are near the
tonic C and are repeatedly used. It should be stressed
that this highlights the intense, dramatic acoustics
(see Figure 2).

The Overall Tonal Layout

The overall tonal layout is as follows:
Figure 2: Bars 6-7 main themes.
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3.1.2 The Second Part

3.1.5 The Fifth Part

To increase the tension of music, the second part
centers on G as the tonic and is transferred to the
national G mode. In bar 17, the transposition is #d-e,
#g-a (with the minor second), and the music color is
very prominent (there are also #G, #A: 23), which
promotes the development of music. Although the
use of these tones is only a transition, the music soon
moves into the E national YU mode. At the end of the
second part, it contributes to the development of
tonality by repeating in a single tone.

The fifth part is the climax of the work, centering on
the national Gong mode of E tone. In bars 102-115
transposition and variation are performed, and the
tone row shift is repeated, using the method of tone
row imitation. The final ending echoes the theme note
in D (see Figure 4).

Figure 4: Tone row.

3.1.3 The Third Part
At the beginning of the third part, with A as the main
tone and E as the treble, it forms a harmonious fivedegree relationship, a type of the Chinese national
mode. In this process, the sound color is constantly
changing along with the notes as it flows around A.
In the Bars 39-44 have # G, F, ♭ B, moves things a
semitone down from transposition, the musical colour
is richer during the change of the mode.
Changeability is also one of the important
characteristics of the Fuzzy Philosophy theory.
Fuzziness leads to the mystery in things, thus forming
the artistic effect of “unpredictability”.

3.1.4 The Fourth Part
The fourth part starts with an E tone, a repeat of the
figure at the same time as gradually transferring to the
transposition, forming a transition in the bars 5152. This centers around ♭G, A, and ♭B, #F and
promote musical transition. This kind of intermediate
state transition is consistent with the characteristics of
the Fuzzy Philosophy theory performance, forming a
natural music character (see Figure 3).

3.2

Overall, the work has gone through numerous
transpositions、modulations and transitions. At the
same time, based on the Chinese national seven tones
YU mode, the pitch of the work and its organizational
form are developed. On this basis, the interval
relations commonly used in national modes such as
the octave, fifth degree and second degree are widely
used so that the overall sound effect expresses the
mutability of artistic conception. To show an unstable
mood, the work also directs attention to the use of
small second degree and other dissonant sounds
showing the changes and hazy beauty in fuzzy artistic
conception.

4

Music by #E, F, G, A, ♮B, #C of scales, centered
around the D tone repeated development, pitch
change, into bars 60-84 of transposing, which of two
unessential notes (#D, #E) in bar 71. The three-bars
repetition then enters the fifth part.

INNOVATIVE erhu ENSEMBLE
PERFORMANCE

In the performances of today’s erhu ensemble works,
in addition to traditional performing methods,
contemporary sounds are used in other ways.

4.1

Figure 3: Bars 6-7.

Summary

The Performance Techniques

To express the content, the following work has been
designed for unique performance methods such as
hitting the canister with the bow, hand clapping the
canister, using the slide and bow shaking. These
methods vividly imitate the percussive effect of drum
music in opera and the instability and discontinuity of
the singing style in Peking Opera. It also gives the
audience a three-dimensional, rich and thick music
artistic atmosphere.
The work immediately below imitates the colour
of Peking Opera and the exaggerated slide based on
traditional performing methods (see Figure 5).

391

ICONARTIES 2019 - 1st International Conference on Interdisciplinary Arts and Humanities

4.2

Figure 5: Bar 17.

Innovative performing techniques for new timbres
such as crescendo, saw playing, improvisation, etc.,
can be seen in the overtones in bars 4-5, (see Figure
6).

Figure 6: Bars 4-5.

The strength change of Pizz is seen in Figure7.

New performing methods are fuzzy within the music
score, lacking clear markings for the intensity,
strength and duration of playing. A certain degree of
freedom helps to create differences between the real
sound and the virtual sound in the timbre. Moreover,
the work makes use of different performing methods
to produce the change in timbre when the
homophones repeat the timbre. These changes reflect
the uncertainty of fuzzy philosophical theory. The
term “uncertainty” refers to the unstable
characteristics of things. Certainty is temporary so
that a stable shape is here and now, not there and then.
However, unstable factors lurk in the time of stability.
This kind of unsteady factor increases ceaselessly
until a saturated level is reached that can break
through a stable limit and appear as an unsteady
phenomenon. Due to the constant changes of time and
space, there are many uncertain intermediate links
and mutual transitions thus exemplifying a unique
fuzzy state. Therefore, certainty is temporary and
relative while uncertainty is permanent and absolute.
Because of the aformentioned instabilities, the
work “Opera Mask” creates practical contemporary
erhu performance skills. Thus, the modernization of
the erhu quartet is demonstrated and provides a way
of thinking about the development of contemporary
national chamber music by breaking the fetters of
traditional performing methods and designing new
performing skills in line with the works.

5

Figure 7: Bars 85-87

The performance of these compositional designs
produced new timbres and sounds. Thus, it can be
said that the expansion of the new erhu performance
is one of the important means by which the concept
of timbre and sound can be formed. In the entire
music piece, the combining of modulation and
transposition to set contrast and development is
evident.
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Summary

CONCLUSION

The work “Opera Mask” is based on the Chinese
national seven tones YU mode and is combined with
a new tone series such as modulation and
transposition. Taking the structure of decorative
variations as the principle for developing a new and
contemporary work, “Opera Mask” is created by
changing and unifying paragraph levels. The creation
technique, paragraph layout and new playing
acoustics of the work reflect the transitional and
uncertain characteristics attributable to changing,
integral and permeable characteristics of the Fuzzy
Philosophy theory. The work also shows the
unpredictability of facial makeup characters in the
Peking Opera stage. Opera Mask combines the appeal
of traditional erhu with modern timbre making it
possible to foment timbre development and explore
the unique artistic expressive modes of Chinese
contemporary national chamber music. Employing

Research on the Application of Fuzzy Philosophy Theory in Chinese Contemporary National Chamber Music Creation: The erhu Ensemble
“Opera Mask” as an Example

the philosophy of fuzzy aesthetics theory to explore
the characteristics of the techniques used in the
creation and research of the contemporary national
chamber music is the first step of interdisciplinary
research exploring the relationship between artistic
creation and philosophical logic. This encompasses
the work’s layout using logic theory and the
foundations of aesthetic psychology. This
interdisciplinary study expands the philosophicaltheoretical basis of contemporary national chamber
music creation.
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Abstract:

Minangkabau is one of the etnic groups in Indonesian archipelago that owns philosophical folklores popular
among its society. Philosophical folklore is a way of life containing cultural and religious dimensions. Behind
these dimensions, there is a philosophy of tali tigo sapilin (three interwoven threads) covering ninik mamak
(tradition affairs), alim ulama (religion affairs), and cadiak pandai (intellectual affairs) that play an important
role in the life of Minangkabau people. Another Minangkabau philosophy of ‘alam takambang jadi guru’
(nature as the root of experience or knowledge) is a laws-of-religion-and-nature based philosophy. It views
natural phenomena as sources of ideas and inspirations. However, it does not mean to serve as objective
knowledge of nature itself. Instead, nature serves as an analog to form set of values and set of behaviors within
the context of communal living for Minangkabau society. Minangkabau customary philosophy regards
knowledge as a synthesis of empirical and rational aspects. The knowledge of Minangkabau cultural folklore
is based not only on physical and rational senses, but also on emotional aspect that lead to ethic-argumentative
concept. The relevance of Minangkabau philosophical folklore study for art, religion, and culture lies on
dialogue process done by Minangkabau society. Culture and religion are inseparable elements that constitute
a way of life for Minangkabau people.

1

INTRODUCTION

Minangkabau philosophical folklore as a
development in aesthetics shows multiple
perspectives from its dialectic process in finding a
more representative comprehension up to now. This
is because of its broader dimension coverage and also
its strong influential power that resulted from various
connections within construction of conception on
several variables of ever-dynamic life. Consequently,
philosophical study perspective develops to comply
its relation with multiple variables of life that keep
improving. In other words, the perspective of
philosophical folklore is a cultural aesthetic within an
ethnic cultural group. Thus, this study uses
philosphical folklore perspective in order to unravel
the cultural background of Minangkabau ethnic
cultural group. This perspective may reveal
Minangkabau people’s responses on their bodily
experience. Therefore, its element of continuity can
be considered as a philosophy folklore. In that sense,
folklore does not only contain aesthetic perception
(values), but also sense in its broad coverage, human
responses through their senses: sight, touch, smell,

taste and hearing. Aesthetics is related to human
responses on their bodily experience, viewed from
cultural quality embedded in human being ((Kapferer
and Hobart, 2005: 1-20; Sumardjo, 2000: 33-38;
Simatupang, 2013: 6-8).
Multiculturalism or “cultural diversity” is evident
in Indonesia. In terms of plural society, Indonesian
culture is constituted of culture of large ethnic groups
and local ethnic groups inhabiting smaller territories.
The current population of Indonesia is nearer to 261
million and spread throughout Indonesian islands
with various geographical conditions, ranging from
mountain, edge of the forest, coast, lowland, rural
area, to urban area. The level of civilization varies
among tribal societies. Minangkabau, one of
Indonesian cultural groups, has a variety of societal
structure, cultural art, politics, and economy typical
to Indonesian identity. These varieties and differences
show that human history is varied and full of
dissimilarities. History of tradition might have been
developed, reduced and added throughout time and
space. Human tradition has been passed on from
generation to generation. However, a tradition can be

394
Rustiyanti, S., Listiani, W. and Rachminingsih, I.
Minangkabau Philosopical Folklore in a Multicutural Society as Indonesian Identity.
In Proceedings of the 1st International Conference on Interdisciplinary Arts and Humanities (ICONARTIES 2019), pages 394-403
ISBN: 978-989-758-450-3
Copyright © 2020 by SCITEPRESS – Science and Technology Publications, Lda. All rights reserved

Minangkabau Philosopical Folklore in a Multicutural Society as Indonesian Identity

defined and assocciated to another tradition that result
in differences and diversity (Al Makin, 2016:7).
A concept closely related to ethnicity is identity.
Though the term ‘identity’ is very popular and
commonly used especially in politics and
international affairs, the identity concept associated
with ethnicity is diverse. In a society, identity can be
classified into three categories, namely cultural
identity, social identity, and personal identity.1
Firstly, cultural identity appears when someone
belongs to a particular ethnic group, for example, we
always identify a Minangnese as a Moslem.
Secondly, social identity resulted from someone’s
membership in a certain cultural group. This type of
identity is based on age, gender, occupation, social
class, and religion. Based on age, in general, young
people are energetic, temperamental, reckless, and
impatient; on the other hand, older people are more
patient, wiser, and slower. Based on gender, males are
more rational than females who are more emotional.
Thirdly, personal identity is based on uniqueness of
individual characteristics. A choreographer has
talent, skill and preference which are different from
another choreographer. Cultural behavior, voice,
gesture, tone, speaking manner, clothes color, hair
cut, all of these indicate someone’s personal image
that is different from others.1 One’s personal identity
and social identity formed cannot be separated from
his cultural identity. Human cannot choose in which
culture he grows, eventhough when growns up, he
can deny his original culture and pick another culture,
yet, he is still embedded by his original culture.2 This
is confirmed by Claire Holt who said that “Show me
how you dance, and I’ll know where you are from . .
. “3.
Multiculturalism is a discourse that covers
multiple interests of power relation. The discourse is
then developed and supported by media. Diversity
has existed in Indonesia for ages. However,
multiculturalism is about comprehending the culture
itself. Liberalisation of performing arts gives a chance
to creative process. Creative process has some
important things and it is correlated to creativity,
innovation, initiative, productivity, and efficiency.
Creativity is very personal because it appears as a
result of intrinsic forces and environmental climate
that enable someone to imagine and create something.
Minangkabau philosophical folklore is
understood by the community through a proverbial
expression pepatah petitih that complies with
Minangkabau society’s mindset that is metaphorical
(Navis,
1983:21).
Minangkabau
customary
philosophy based on laws of religion and nature is
reflected in the proverbs adat basandi syarak-syarak

basandi kitabullah (customs rest on syarak or Islamic
Law, syarak rests on the Holy Qur’an) and alam
takambang jadi guru (nature as the teacher). The
cosmocentric understanding of the philosophy alam
takambang jadi guru is not served as an objective
knowledge of nature itself, but nature is an analogue
to form a set of values and behaviors in the context of
communal living for Minangkabau society.
Therefore, all of their teachings and life philosophies
are expressed through metaphors in the form of
pepatah petitih that take its idioms or sayings from the
forms and features of natural life.
Cultural changes that took place in traditional
society, namely the changes from closed to open
society, from homogenous to heterogenous values
and social norms were one of the impacts caused by
globalisation. In a broader context, multicultural
education helps to unify the nation democratically by
giving emphasis on societal pluralist perspective of
multiple lineage, ethnic and cultural group. This is
certainly part of the academic responsibility to
research the education system and cultural art
development of the nation to be later constructed into
guides and models of cultural art learning that are
applicable to the real world. By reconstructing ethnoaesthetics, and then developing kind of ‘grounded
theory” through philosophical study, this research is
intended to generate eatetika aparapa as
Minangkabau ethno-aesthetics.

2

METHOD

In terms of methodology, research problems are
investigated by using a multidisciplinary descriptivequalitative approach. Investigation was initiated by
finding relevant literatures followed by ethno-graphic
observation on art and culture in Minangkabau. In this
study, data analysis was done by using Spradley
(1980) ’s stages of research as follow: (1) conducting
domain analysis; (2) doing taxonomy analysis; (3)
conducting componential analysis; and (4) doing
cultural-theme analysis.
Domain analysis is a way of systematic thinking
in giving or testing something to determine the
relation between parts, and the relation between parts
and the whole. Taxonomy analysis was done to find
out the relation between components of each domain.
Componential analysis was conducted in order to
discover components containing systematic meaning
related to cultural category. Theme analysis was
carried out based on componential analysis that had
been previously done to find out similarities between
contrast dimensions from selected domains.
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3

DISCUSSION

The arrival of Islam had completed the Minangkabau
customary teachings and the philosophical saying of
adat basandi syarak, syarak basandi kitabullah means
Minangkabau customs are based on rules of Islamic
teachings originated from Quran and Hadits.
Garraghan gave three definitions of history, namely
(1) events related to human in the past; (2) writings
about things happened in the past; (3) and history as
a research method (Gilbert J. Garraghan, 1957: 4).
However, in Islamic’s perspective of history we
believe that Qur’an is a discipline that covers broader
definition than Garraghan’s definition of history.
Therefore, it is very reasonable to consider Qur’an as
the most comprehensive construction of human
civilization history. Our proudness of art should be
fulfilled with spirit of treasuring its practitioners’
historical values, indication of the phenomena they
had created, and also the intellectual experience as a
discipline in analysis process. If we fail to put a
historical event within a functional-evolutioner
frame, our history will remain a narration or
chronology (Kaplan and Manner, 2000:94). If
somebody eliminates or intentionally disregards an
artwork’s complexity, then the best thing that art can
give to us will disappear (Sedyawati, 1981: 139). In
addition, an artist’s obligations are related to demands
for historical product and cultural-development
product. If these two things are not acknowledged,
arts as human resources will disappear.
Adat bersandi syarak, syarak bersandi kitabullah
is a universal philosophy of Minang. In
Minangkabau, culture and society are like two sides
of a coin that are inseparable. Society is a patron of
culture as long as the culture is still needed and
supported in societal life. It is in line with Ralph
Linton’s statement as cited in T.O. Ihromi that every
society has a culture, and every human is a cultural
being, therefore there is no such thing as a cultureless
society or individual (2000:18). West Sumatra people
call their homeland as Alam Minangkabau
(Minangkabau Nature). Minangkabau people are
well-known for their habit to merantau (migrate).
Based on the teaching “di mana bumi dipijak di situ
langit dijunjung” (“wherever you walk down the
earth, there you hold up the sky”), they have the
courage to leave their homeland to pursue their goals.
Most Minangnese have the tendency to migrate.
Then, they find many opportunities outside their
home as they must be able to survive in new
environment in search of knowledge, experience,
education, wealth, career, and better living. This is in
line with Al Makin’s explanation in his book entitled
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Antara Barat dan Timur: Batasan, Dominasi, Relasi,
dan Globalisasi: “I belong to two different worlds:
East serves as the essential identity and education,
whereas West serves as self-development and wider
networking (2015:2), that is how West studied and
wrote about East (Orientalism), whereas East
responded and made West as the object of study
(Occidentalism).
Members of Minangkabau society are Islam
believers. This religion has been accepted and united
with their culture so that their livings are guided by
inseparable religion and custom values. Before Islam
entered Minangkabau, its society had adopted
celestial belief. It can be seen from the proverb ‘alam
takambang jadi guru’ (nature is the teacher of
humankind) that serves as a basis for building
someone’s characters in Islam. This proverb teaches
society to continously study the nature as well as the
might of God, The Creator. Islam has taught us that
people who are good at reading will get many lessons
from nature.
Speaking of Islam perspective for Minangkabau
society cannot be parted from the existence of a surau
(mosque). An ideal view within religion dimension
toward a surau has made a mosque as part of
Minangnese’s religious life. The most fundamental
thing in Islam is that people embrace Islam because
they believe in one thing, that is Allah ‘God the
Almighty’. Everything in Islam is centred on
principal reality, which is God or Allah (Smith, 1985:
270). According to that belief, supposedly mosque is
attached to Minang people’s confession that Islam is
above everything else.
Social and communal life in Minangkabau,
viewed from religiousity aspect, cannot be separated
from arts. The relation between the existence of arts
implying aesthetics truth and structural thinking can
be illustrated by Gadamer’s opinion that arts contain
truth values (Richard, 2005:92). There is something
unique about Minangkabau society. In general,
Minangkabau people recognize surau merely as a
place for worshipping (sholat). In the past, surau had
been a staying place for teenage boys who spent most
of their time there everyday. Islamic teachings do not
recognize enculturation concept in which religion
often uses culture for its needs. A moslem’s duty in
terms of religion spread is merely to convey Islam
without forcing other people to embrace it; ‘for you is
your religion and for me is my religion’ (Smith, 1985:
292). In context of local genius, actually only local
people who express their culture in order to carry out
Islamic teachings. Thus, it is clear that Islamic values
and norms are made ideal by Minangkabau society.
This framework is supported by Ismail Raji Al-
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Faruqi, that Al Qur’an actually contains fundamental
principles for human to form a comprehensive culture
for humanbeings (1999:2).
If we take a look at Minangkabau history, we will
find diverse richness of customs and culture. Local
genius of Minangkabau customs and culture based on
Islamic values are the distinctive feature of this
country. In addition, one of philosophies known by
Minangkabau society is Adat Basandi Syara’, Syara’
Basandi Kitabullah, Syara’ mangato, Adat mamakai.
This philosophy seems to confirm the existence of
Islam that is embedded in Minang society’s daily life.

3.1

Religion and Custom as
Minangkabau Cultural Arts

Generally, there are three elements influencing the
formation of traditional cultural art, as mentioned by
Edi Sedyawati, namely: 1) ceremonial system of life
cycle and ceremonial system of time cycle, 2) social
custom, and 3) arts (Sedyawati, 2006: 429). The
ceremonial system of life cycle and of time cycle are
rich of ritual cultures and myth nuances as the basis
and background of traditional spirit; meanwhile the
social custom is the system of culture itself, set of
rules or behavior patterns that become the convention
of local cultural tradition. Arts in this context is
media, embodiment, creative product, product or
cultural work itself and not a goal.
Folk traditional games in Minang such as
pamenan and pancak were preserved as lessons in
Minangkabau traditional education. These lessons
were taught in accordance with other lessons, such as
Islam (read: Al Quran and all teachings related to it),
knowledge of Minangkabau customs, and other
practical lessons. All teachings were aimed at
preparing Minangnese to overcome problems in life,
that are getting more and more complicated, without
giving up their identity as Minangnese. The practice
of pancak usually started after Isya prayer. All
students and teachers dressed in black training outfit
called galembong pants, loose top and head cloth.
Then they sat in circle and prayed together in the yard
of the mosque called sasaran. This collective prayer
was meant to ask protection from Allah during
pancak practice so that everyone would be safe and
no one got injured. Afterwards, each pair of students
that were going to practice should stand face to face
and give greetings to teacher and other students
present. They greeted by shaking hands. Students

greeted their teacher by approaching their teacher and
shake their hands. They pulled their teacher’s hand on
to their forehead and then put their palm on their
chest. On the other hand, students greeted their
fellows by shaking hands and put their palms on their
chest. Then, they practiced under their teacher’s
guidance.
As a martial art that bases its teachings on Al
Quran, pancak focuses on skills to defend, dodge,
grab, strike, trick and train self-intellegence to handle
situation. All skills are used to protect and defend
oneself. A proverb of Minangkabau silat says that
“indak ado gayuang nan indak basambuik, indak ado
tangkok nan indak balapehan”. It means that the skills
of pancak martial art are not meant to hurt one’s
opponent, instead they are aimed to give lessons to
one’s opponent as to not do any harmful deeds to
others. Therefore, the purpose of pancak is to build
good relationships between people as reflected from
the word silat that derives from the word ‘silaturahmi’
that means good relationship (Murgiyanto,1991:
276). The skills are embodied in doing a transitional
move from straight position to basic silat posture, that
is putting one leg in front in a low position
(pitunggue). In that posture, knees are bent and body
weight is supported on one leg in front of or behind
the body. Sometimes in the middle of a move, body
weight may be distributed between two legs in a fixed
position of pitunggue. Afterwards, when both legs are
in that position, two hands move to prepare parts of
body like chest, head and lower abdomen by crossing
them on chest, or placing one hand in front of body
no higher than shoulder and another hand close to
abdomen in defense position. Meanwhile, the
position of head is straight and eyes gaze sharply at
particular parts of opponent’s body. Self-defense
position is a common basic posture in Minangkabau
silat, and considered as a significant cultural product
because it serves not only as a fighting technique but
also as an element of performing art that has inspired
other Minangkabau performing arts (pamenan).
From the above explanation, we can conclude that
pancak is an activity closely related to Islamic
teachings, viewed from the concept underlying
pancak, the ethics of conduct and also all elements
that constitute pancak moves. If its concept of idea,
ethics of conduct and overall elements are really
comprehended in terms of Islamic meanings, then
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pancak as a fighting art that has inspired various
forms of Minangkabau performing arts will become
one of outstanding Malay-Minangkabau-Islam
cultural products. All of its objectives and guidances
direct the concentration of silat player toward tauhid
(Islamic monotheism). This is in line with Islamic
teachings that advise its believers to synchronise his
thoughts and deeds under Allah’s command.
Today the above conditions have changed.
However, the changes do not trigger any conflict
since people have realized that arts and culture
develop according to dynamics of society’s life. This
is in line with Claire Holt’s argument that the
presence of new elements in a series of cultural
development does not get rid of former cultural
elements. Old culture and new culture can stand side
by side, be mixed, or even be overlapped (Holt,
translated by Soedarsono, 1991:3). There is an
argument proposed by Toynbee Arnold J that
reception of a new culture is a misery and a chaos that
stirs a feeling of unhappiness in someone because his
traditional way of life is being threatened as it causes
little or many changes (1987: 88). This is not the case
in Minangkabau because in fact when a new culture
enters Minangkabau, it does not change the overall
cultural values of Minangkabau society. In other
words, it does not totally affect all aspects of social
life. Instead, it adds new facets of social life. The
elements of foreign culture penetrate domestic culture
unintentionally and unforcibly.
In history point of view, such penetration of
culture is called penetration pacifique, meaning
‘penetrating peaceably’ (Kontjaraningrat, 1990: 245).
Many changes that occur in human-self and his
surroundings, in which each change is always
followed by new forms, are the result of mixture and
blend between the old and new forms. The changes in
social norms and values give impacts on artistic life
in Minangkabau, or according to A.A.M. Djelantik,
the condition is called assimilation. The encounter
between two cultures of acculturation leads to a new
culture, called enculturation. In Indonesia, the
acculturation process happened by chance and
unclearly, accelerated by urgent situation (such as
colonialism), yet slowed down by conservative
beliefs held by its societies.
Basically there is a mainstream that
spontaneously accepts foreign elements of culture,
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particularly which are beneficial according to
people’s opinion. During the process, there is a
reaction caused by their inharmonious feeling
towards the foreign culture. Sooner or later the
inharmonious feeling is replaced by a custom that
they consider appropriate. Social system consists of
human activities that interact, connect and socialize
to each other from time to time, according to certain
patterns which are based on general customs. The
result of the activity itself is shaped through
internalization as deepening that makes somebody as
a member of society (Kuntowijoyo, 1987: 43).
Speaking of social life and society in Minangkabau,
we cannot separate society’s religious aspects from
their daily lives. There are some uniqueness about
Minangkabau society.
Minangkabau customary norms were shaped by
tali tigo sapilin namely: alua-patuik, anggo-tanggo,
dan raso-pareso. These norms are crystalized in
Minangkabau custom and used in various custom
considerations. These three things are like stove for
custom ‘cookery’ and custom leaders are like its fire.
All custom leaders must understand and comprehend
the three norms so that their customary leadership can
‘cook’ sense of fairness and prosperity for their
groups. Javanese philosophy implicitly describes the
relationship between micro, macro and metacosmos
that goes in line with Indonesian mystical culture way
of thinking known as teachings of tribuana or triloka
namely alam niskala, sakala-niskala and sakala
(Dharsono, 2014:66).
In artistic process, visual image plays a role as a
medium to bridge conscious and unconscious mind,
to record and present symbolization of someone’s
past, present and future. Visual manifestation appears
in the narrative, symbolic and metaphorical forms
(Tridjata, 2014: 200). As Randai art that in the past
functioned as a medium to deliver Islamic teachings,
played by nine males, later is known as Tari Bujang
Sambilan (Interview with Dt. Indo Marajo, 58 years
old, Head of Randai in Nagari Tambangan Padang
Panjang). Bujang Sambilan dance combines pencak
silat fighting art and song with Islamic teaching
lyrics. After bujang sambilan dance developed, story
elements were added and developed into Randai
Dampieng. Randai Dampieng is a sequel from bujang
sambilan dance that originally was developed in a
mosque and now it is performed in a field or an arena.
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With added story elements, randai is not only a dance
but also a folk teather that tells story from kaba
Minangkabau. Religion does not restrict Randai
players. They do not have to be devoted Moslems.
However, the majority of Minangkabau people is
Moslem. Therefore, it is not impossible if the Randai
players are all Islam believers. With religion
underlying it, religious-themed stories are enclosed.
In religion perspective, art (aesthetic) is needed as a
verse in hadits said that God loves beauty or
aesthetics and art.
Minangkabau people are so persistent in
preserving their customs and practising Islamic
teachings that they put forward adat bersandi syaraksyarak bersandi kitabullah. In its realization, both
customary and religios activities, related to traditional
art performance, involve many rituals containing
animism and religio-magic elements basically
contradict with the principal teachings of
Minangkabau custom and Islam. Although Islam had
given a new paradigm for Minangkabau people at that
time, old tradition could not be detached right away.
In other words, the elements of local genius culture of
animism and dynamism are still attached to it until
now. For example, saluang sarumpak traditional art
that exist and develop in Taeh Simalanggang
Kabupaten Lima Puluh Kota (Payakumbuh)
Sumatera Barat, is seen as a ritual-magic music
performance (Sina, 2012: 186). As was explained by
Kuntjaraningrat that magic in its practice is an effort
and action performed by human to influence his
surroundings beyond the capacity of human logic and
knowledge system to achieve his goals and desires
(1987: 62). Furthermore he explained that in the past
or pre-Hindu era ritual and sacred ceremonies were
performed as an action based on magical power
(Soedarsono, 1985: 2).
Minangkabau as one of the ethnic groups in
Indonesia is the only tribe that adopts matrilineal
system. Every newborn in the group will
automatically be a member of his or her mother’s
group family because the lineage is determined
according to mother’s family. In addition to its
matrilineage (matriliny) system, there are other
distinctive features of Minangkabau ethnic group.
Among other things, Minangnese are being known as
devoted moslem and having a tendency to migrate
(merantau). With the rise of globalisation and

modernization currents flowing into Minangkabau
society nowadays, restoring the function of a mosque
as it was is hardly possible. Making a mosque as an
institution that build children’s Islamic characters and
personalities are quite possible to be done today.
Instead, we could maximize any role held by a
mosque today. For example, we can fill the mosque
with various Islamic activities. It seems that today the
activity in a mosque is limited to Quran learning
instead of Islamic-character building. It is a collective
hope that a mosque can regain its role to build Minang
children’s Islamic personalities. The nuance of
religiosity seems to be faded in Minangkabau
people’s daily life. By maximizing the function of a
mosque to develop Islamic characteristics, we expect
to restore the nuance of religiosity.
The principal teaching of Minangkabau custom
has many things in common with that of Islam. The
power of custom and religion as stated in the proverb
‘‘adat bersandi syara’, syara’ bersandi kitabullah’.
Custom and religion are inseparable views for
Minangkabau people. In Islam, art (aesthetic) is
highly needed as is stated in hadits.

Meaning: “Allah is beautiful and loves beauty”

3.2

Mosque and Gadang House as
Minangkabau Cultural Art

Speaking of social life and society in
Minangkabau means that religiosity and society are
conjoined in daily life. For Minangkabau people, a
mosque is not only known as a place for worshipping
God. In the past, a mosque was a living place for
teenage boys. In a mosque, they spent most of their
time to learn how to recite Quran and its tafseer,
hadith, aqeedah, religious service, muamalat and
other Islamic materials. In a mosque they learn about
petatah petitih (proverbs and sayings) of
Minangkabau custom, fighting arts, randai and other
Minangkabau culture and arts. They were taught and
prepared to bear burden and responsibility in the
future.
Mosque in Minangkabau did not only serve as a
worship place but also play many important roles in
social life of Minangkabau society. Thus, a mosque
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can be regarded as a social institution for
Minangkabau people. Institution, as defined by
Kondjaraningrat is a particular norm system to
organize a series of steady-pattern actions to meet
particular needs of people in a community. A mosque
in relation to its function as an important institution
for Minangkabau society has played its role in social
life. A mosque serves as an educational institution for
teenagers in Minangkabau and a media for spreading
information to public. Undeniably, a mosque held a
strategic role in shaping Minangnese’ characters.
Some well-known figures of Minangnese today
are those who had received education held in mosque.
Although nowadays a mosque is still a place for
children to learn how to read Quran, its role in
building the characters of Minangnese children today
is not as significant as in the past. To comprehend
these changes, we should consider the situation and
condition faced by today’s society. Today,
globalization and modernization currents have
flooded in heavily and greatly affected Minangkabau
people’s life all over the country.
In addition to surau, Islamic boarding school has
managed to survive in the middle of time
advancement. Islamic boarding school persists to
maintain itself from cultural penetration that is
degrading religious and traditional aspects of rural
society’s life. Uncontrollable cultural transformation
has given negative impacts on traditional culture. As
its consequence, some traditional arts are starting to
perish such as ungkapan sisindiran, petatah-petitih,
sajak, puisi rakyat, kawih, beluk, dan pantun. The
degrading traditions need to be overcome by
preservation, development and maintanance.
Whereas in its golden era, literary art that was
expressed through oral traditions held significant
roles in the life of rural society as media to deliver
cultural values, ritual functions attached to cultural
ceremony (Supriatna, 2009: 230). As is confirmed by
Prof. Yus Rusyana that both oral and written literary
arts are aimed at giving both education and
entertainment at once (1981: 51).
Rumah gadang (big house), a traditional house of
Minangkabau, was intended for woman and toddlers
only. Tenaage boys only interacted with their family
at noons and went back to the mosque in the evening.
Randai is another Minangkabau traditional art
known as pamenan anak nagari. Minangkabau

400

custom is rich of a variety of arts. Thus, customary
leader would provide everything needed to art
development. Rarely found a group of society that did
not have arts whether it was dance, randai or silat.
There would be plain and quiet without arts. In randai,
older generation likes to relate custom and religion.
They would not like any art that did not include
religious matter in it. It seems that in general the elder
generations like randai, yet they would criticize remade randai that did not comply with norms run in
Minangkabau. However, that did not mean that randai
in Minangkabau has not developed according to the
era, yet its developments are in line with the cultural
dynamics of customary norms exist in its supporting
society.
Minangkabau customary norms were shaped by
tali tigo sapilin, namely: alua-patuik, anggo-tanggo,
and raso-pareso. These norms are cystalized in
Minangkabau custom and used in various custom
consideration. They are like stove for ‘ripen’ the
custom and its fire is customary leaders. In archaic
Sundanese manuscript there was tri tunggal (trinity)
principle that consists of resi (religious leader), rama
(leader of rural society) and prabu (king of all areas).
Every customary leader should have understood and
comprehended their ruling areas so that their
leadership could bring out justice and prosperity to
their people (Suhaenah, 2014). Whereas for
Minangkabau children in general, they have to
understand alua-patuik, anggo-tanggo, and rasopareso in order to uphold their identity and limitations
in social life. According to Minangkabau custom, art
is a refreshment from custom that is elaborated in Act
of IX Pucuk (Undang-Undang nan IX Pucuk)
constituted by: 1) Act that requires people to comply
with rules of King or tambo; 2) Act that requires
people to comply with rules of customary leaders or
limbago; 3) Act that requires people to comply with
rules of religion or syara’; 4) Act that requires people
to comply with rules of clothing or dandan; 5) Act that
requires people to comply with rules of games or
pamenan; 6) Act that requires people to comply with
rules of feast or badunie; 8) Act that requires people
to comply with laws or hakekat; 9) Act that requires
people to comply with rules of natural greatness or
hadits. The Act of IX Pucuk consists of four pucuk
specifically intended for art and five pucuk for
custom and religion. Therefore, the Act is like a
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taman sari (cultivated park) of Minangkabau arts.
Here, grows and blooms the flower of custom,
namely art (Jamal, 1985:16). According to Law in
Hindu conception, the relationship betweeen human
(microcosm) and nature (macrocosm) is the
relationship of equality. Human body consists of
eight elements which are divided into five rough
elements, namely earth, water, fire, air and ether and
three soft elements such as logic, manner, ego.
Therefore, the universe is referred to as macrocosm
while human is microcosm (Arsana et.al., 2014: 116).
The existence or position of a mosque unified in
Minangkabau culture is evident as every nagari owns
at least one mosque. A mosque in a nagari is
considered as a nagari mosque into which men come
every Friday to do Friday shalat. Its existence in terms
of norms is closely related to requirement to establish
a nagari. To establish a nagari, it should has a mosque
first according to Minangkabau society perspective.
Furthermore, regarding the requirement to establish a
nagari, one can see LKAAM which in traditional term
is called babalai bamusajik (LKAAM, 19987:50). It
means that to constitute a nagari, it should have a
balai or balairung and a mosque.
Such traditional rules indicate the close relation
between mosque and Minangkabau society. A
mosque serves two functions which are firstly, as a
worship place to fulfill human religious needs and
secondly, as a cultural, custom and social institution.
As Islam believers, Minang people ideally see
mosque as a worship place. This is also general view
held by most moslems as stated below:
A mosque is a sacred place. Therefore, all saying
and bearings conducted inside it should also be
sacred, motivated by taqwa. Thus, not all
activities can be done inside the mosque...
personal errands are not allowed. The activities
permitted to be done in a mosque are those related
only to prosperity and socially unified wellness of
Muslim people around the mosque, religion
matter, humanity, public mutual interest, and
other principal or primary matters (Gazalba, 1989:
135).
The ideal perspective within religious dimension
on mosque has put mosque as part of Minangnese
religious life. This was driven by their belief that one

upholds Islam as his religion only because he believes
that Allah is ‘the Almighty and Capable of
Everything”. Everything in Islam takes God or Allah
as the center of primary reality (Smith, 1985: 270).
Therefore, a mosque is highly valued as Islam is
above all matters for Minangkabau people.
As authority shifted, the functions of a mosque as
symbol and cultural asset are slowly fading (Hanani,
2002:115). Previously, a mosque was regarded as a
social institution for holding numerous roles such as
educational institution for Minang teenagers, and as
media of information for all people. Social institution,
according to Koentjaraningrat ,is a norm system
specifically intended to organize a series of steady
pattern behavior in order to meet particular needs of
a person in society (1990: 167).
The delevelopment of social life in Minangkabau
more or less will affect the development of traditional
arts. In other words, societal life, social structure and
set of values also give impacts on art life. The
development in terms of structure, forms and
relationship between art and its society show that
human journey is not static, it keeps going through
changes along with the dynamic process of
surrounding cultures. The Javanese culture
perspective on this matter is called catur marga ‘four
ways’ that desccribes a journey of human life from
the day he was born, lived his life, got his success,
until the day he died (Hadiprayitno, 2014: 33).
Therefore, in human life, culture is continuously and
dynamically going through development and
improvement. Thus, culture as a totality of mind, taste
and human work will go along at a dynamic
movement of human life so that all forms of culture
is
within
this
changing
movement
(Koentjaraningrat,1982: 11)..

4

CONCLUSIONS

In Minangkabau, initially art was used as a media to
deliver religion teachings and refine set of values in
societal life. Art has significant roles in society, with
its complex functions. Eventhough some may feel
that art only gives entertainment, art is also used in
various occassions, such as in socializing government
programs of development, family planning or fund
raising. It means that art is used as a communication
medium. In academic setting such as ISBI Bandung,
art practitioners can be the ‘agent of change’ because
they have acquired experience and operational or
technical skills. Dance students can dance, karawitan
students can play traditional instruments, theatre
students can act, and visual art students can draw.
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These agents of change obviously have gained three
powers that include: pathos (sense sensitivity), logos
(logic), and technos (skill, technique). However,
another aspect that defines a success in developing
creative moment in society is ‘social behavior’
closely related to ethics or socializing norms. These
four aspects could become power for ‘agents of
change’ to give motivations to other practitioners in
their own field.
There are two kinds of custom elements according
to Minangkabau people, first, the permanent and
second, the temporary. The permanent is called ‘nan
indak lapuak dek hujan, nan indak lakang dek paneh’,
(not mouldy because of rain, not shattered because of
heat). Those elements fall into category of ‘adat nan
sabana adat’ (custom that is truly custom), whereas
other elements belong to category of ‘adat nan
teradat, adat nan diadatkan dan adat istiadat’ that can
be changed. The category of truly custom that is not
mouldy because of rain, not shattered because of heat
is called cupak usali that means laws of nature or truth
coming from Allah. Therefore, the philosophy of
Minangkabau custom is based on natural laws that
ensure Minang custom to exist as long as the nature
does. Custom and nature are life lesson for
Minangkabau people. Adat basandi syarak, syarak
basandi kitabullah is custom or norms of law based
on syarak, whereas syarak and kitabullah is Al-Quran.
As for alam terkembang jadi guru, it means that there
are many verses of Allah scattered all over the
universe and only those who think can read them.
Adat bersandi syarak, syarak bersandi kitabullah is a
universal aesthetic concept of Minang.
The presence of Islam amidst Minangkabau
people eventually go deeply, quantitavely and
quatitavely, so that Islamic values become the ideal
foundation of its culture. In Minangkabau, in terms of
structure, mosque is part of kenegarian institution
system. Minangnese knowledge system based on
Islamic values finally is able to get rid of values based
on previous beliefs or religions, either Budha-Hindu
or animism (except for inland natives who inhabited
forest). In fact, Islamic teachings have been absorbed
by most Minangnese and made an ideal fundament
for their culture. Basically, their knowledge system
ideally framed and guided by Islamic teachings in
almost all aspects of their life. Although some
conducts did not reflect Islamic deeds, those might be
seen as a tradition that did not contain any religious
essence.
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Abstract:

Rokat Pandhaba is a purification ceremony to prevent someone from danger which is still carried out by some
Madurese people. In the ceremony, Pandawa stories are always presented. There are two kinds of presentation
of the story, depends on the economic ability of the person who will conduct ceremony. If the family is
wealthy, the Pandawa story is presented in the form of a puppet mask show. While for the poor family, the
Pandawa story is presented in the form of Mamaca narating. Both of the performances have the same story.
This research focused on presenting Pandawa stories in the form of Mamaca. The research data was collected
through observations on the Rokat Pandhaba ceremony in Pamekasan and Mamaca text analysis. Based on
the research, it can be concluded that the Pandawa story is used as a certifier that a Madurese will be out of
danger if the family performs the mask dance.

1
1.1

INTRODUCTION
Oral Literature of Mamaca in
Pamekasan

In Pamekasan region, an oral tradition developed
called Mamaca. This oral tradition has similarities
with Macapat (read:Mocopat) tradition which
developed in Java. Both are in Javanese songs, but
have different nuances, based on the cultural
influences of each region. Although it is in the form
of Javanese song, the Mamaca tradition continues to
grow in Islamic boarding schools and rural Madurese
communities. The Mamaca tradition in Pamekasan is
a form of acculturation of local culture with Macapat
in Java.
The term Mamaca (Madurese language) means
reading a story from a particular manuscript. This
manuscript is also called Kitab or Layang. This
manuscript is written in Arabic pégon. Kitab or
Layang contains various stories that have the
influence of Islamic culture. There are several
popular Mamaca manuscripts, namely Layang
Nurbuwat, Layang Yusuf, and Layang Pandhâbâ.
These three manuscripts often deliver various events

intended to fulfill various interests. The leader of the
Mamaca group knows and adjusts the reading that
will be presented in the event.

Figure 1. Narating Mamaca

Mamaca is usually performed or narated by men.
The reading activities are carried out alternately one
by one and sometimes they do it together. Someone
who acts as a Mamaca singer is called pamaos which
means a reader (Figer 1). The rhythm of the reading
follows various traditional song patterns in slendrostyle that frame sentences that read from the Kitab or
Layang. These traditional song patterns are
synonymous with the Macapat tradition as in Java
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(Kusmayati, 2018). One of the Mamaca performers
acts as a translator or is called panegghes. Panegghes
convey the meaning of the sentences which are read
by pamaos into Madurese Language. The
interpretation in Madurese language is delivered
gradually after sentence by sentence or verse after
verse is finished being sung by pamaos. The Mamaca
performance is sometimes also accompanied by the
sound of flutes or the beat of the xylophone.
A family can request or invite the Mamaca group
to become a part of the facilities in the certain ritual
ceremonies. One of the ceremonies that involving
Mamaca is the purification ceremony of rokat. Rokat
ritual in the Javanese tradition is known as ruwatan.
Rokat ceremony is carried out for people who get the
name pandawa or pandhabâ (sukerta, Java). In the
view of the Madurese, those who are included in the
category of pandābā are only male or female
children, two brothers and sisters, five brothers, a man
among several sisters, and a woman among several
brothers. The only male child is called the pandhâbâ
tiger. The only female child is called the pandhâbâ
rato. Two children, male and female are called
pandhâbâ pangantan or pandhâbâa antèng. Two
brothers are also called the pandhâbâ tanganting. The
five brothers are called pandabâ lèma '. Those who
because of their birth carry certain traits are
traditionally believed to be free from danger after the
rokat pandabâ purification ceremony be held. In
practice, it is usually coupled with a wedding
ceremony or the first seven-month pregnancy
ceremony for girls' Ruwatan (Rahayu, 2018).
The Rokat purification ceremony is very popular
among the Madurese, especially in Sumenep and
Pamekasan regions. Rokat Pandhâbâ is done so that
humans in the category of Pandhaba are spared as
prey to Bathara Kala. Bathara Kala is Goddess Uma
and Bathara Guru's giant son. He was born because of
a mistake born. The people who are characterized by
the pandabā are Bathara Kala's meal promised by
Bathara Guru.

Figure 2. Mamaca group member sitting in front of the offering for
Rokat Pandhaba

In the narrating of Mamaca, the performers sit
cross-legged and sit around the porch or living room
which is lined with mats (figure 2). Layang that will
be read is placed on the pillow. Layang with the
pillow will move according to the seat of the pamaos.
The voice of pamaos and panegghes, and the sound
of flutes or xylophone will be heard intermittently and
sometimes simultaneously together. If the
implementation of the Mamaca is concurrent or for
the benefit of a ceremony, the equipment of the
ceremony (money, traditional snack, garden produce,
cooking utensils, agricultural equipment, etc.) are
placed in the middle of the circle. In general, the host
also serves foods, coffee, and cigarettes. Coffee and
the others are enjoyed together before starting the
ceremony and at rest.
The reading of Layang starts at around 8:00 p.m.
and must have been completed before 12 p.m.
because the core ritual of the rokat Pandhâbâ is held
at midnight around 12 p.m. After the reading of
Layang is finished, followed by the rokat ritual with
a sign of spraying for the children or people who are
protected from danger by the older family member.

Figure 3. Giving flower water to a pandhaba rato, person who is
purified in Rokat Pandhaba purification ceremony.
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2

LAYANG PANDHABA

Layang Pandhaba manuscript is composed in five
songs with the order of Kasmaran 16 stanzas, Sinom
40 stanzas, Pangkur 36 stanzas, Artati 16 stanzas, and
Kasmaran for the closing of 7 stanzas. Here's a quick
story about Layang Pandhaba.
Prophet Adam had a son, named Prophet Sis. The
Prophet Sis and a wife who is an angel had some
children, one of them is Bathara Guru. The
descendants of the Prophet Sis did not adhere to
Islam. The offspring is called Sangyang. Bathara
Guru has a child named Bathara Kala. It is told that
Bathara Guru asked the gods to weigh the universe.
Bathara Kala and Sangyang Pungkur did not
participate. At that time, they were meditating.
Therefore, they were casted out to marcapada. One
day, Sangyang Pungkur was awarded a gemstone
chalice (cupu manik). Sangyang Pungkur went to
meet Bathara Guru to give him cupu manik. After
cupu manik was opened, a beautiful princess was
appeared from it. Bathara Guru was about to marry
the princess. The princess agreed to marry him with
one condition that had to be fulfilled by him. She
wanted a traditional instrument (gamelan) that could
sound itself. Then, Bathara Guru asked for Sangyang
Pungkur's advice in order to realize the princess's
request. Sangyang Pungkur suggested Bathara Guru
to ask for a help to his son, Bathara Kala who was
famous for being very powerful. Then, Bathara Kala
was summoned and asked to look for a gamelan that
could sound itself. Bathara Kala was willing to do it
as long as he was recognized as the child of Bathara
Guru. After that, he went to do his father’s command.
Bathara Guru approached the princess. The princess
was forced to be his wife. The princess did not want
to, but she continued to be forced. Then, the princess
ran away, but Bathara Guru could chase her. After
being caught, the princess was killed. Her body was
put into the cupu manic again.
The princess's corpse had been in the cupu manik
for three days. When the cup was opened, the princess
disappeared and there were a thousand grasses in it.
Then, Bathara Guru sent Narada down to the world to
the place of King Sandhang Kamulan. The king was
asked to send his very handsome son named
Gendhing Panukir to plant the grass. The grass that
was planted by Gendhing Panukir, grew into rice
plants.
Meanwhile, Bathara Kala was looking for a
gamelan that could sound itself. He met his brother,
Sangyang Vishnu. Vishnu said that Kala's business
would not succeed because it was not easy to obtain.
At Vishnu's place, Kala saw Goddess Aseri. Kala
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wanted to marry her, but Goddess Aseri was not
willing. He transformed into a dreadlock giant. Kala
approached her. Then, Goddess Aseri escaped. Kala
chased after her. Dewi Aseri ran to Sandhang
Kamulan. She hid in the rice plants. Kala was looking
for her, but Goddess Aseri disappeared and only the
smell remained. Kala kept looking for her. He
changed his form into a pig. The rice was broken, but
Goddess Aseri could not be found either. Bathara
Kala then transformed himself into a very frightening
giant. He continued to look for where Goddess Aseri
was.
Then, it was told that Gendhing Panukir saw the
rice had all been damaged. Soon, he saw a terrible
giant. The giant was asked about the destruction of
the rice. Then, Bathara Kala confessed that he was
looking for Goddess Aseri who was hiding in the rice
plant. He transformed himself into a pig and searched
the rice plants so that the rice became damaged, but
Bathara kala was unable to find her.
At that time, Vishnu met Bathara Guru and told
him that Kala was not looking for gamelan but he
chased Goddess Aseri. The rice planted by Gendhing
Pangukir as the command of Bathara Guru was even
damaged. Hearing Vishnu's report, Bathara Guru was
angry. Narada was told to bring Kala before him. Kala
was scolded for not carrying out the task of searching
for gamelan and had damaged rice plants. Kala
regretted his actions. Then, he asked about the food
he had to eat. Bathara Guru told him that the foods
were Pandawa. Kala asked about who was called
Pandawa. Bathara Guru explained that Pandawa are:
1) nganting namely people who have no siblings; 2)
pangantin namely two siblings, male and female; 3)
sandhang apit pancuran, namely three siblings, the
firstborn male, then female, and the youngest male;
4) pancuran apangapit sandhang namely three
siblings, the eldest one was female, then male, and the
youngest one was also female; 5) pandawa tungkak,
namely one female or one male among four to twenty
siblings; 6) pandawa macan was a person who only
has one child; 7) pandawa marcu are people who
damage the furnace; 8) pandawa sagara asat, which
is a person who is crushed by a barn; 9) people who
leave in the middle of the night; 10) people who are
dying. Then, Kala asked about who would
accompany him to Marcapada. Bathara Guru replied
that those who would be his servants were as many as
forty. Then, they departed.
Goddess Uma felt sorry for her son. He begged
Bathara Guru to forgive their son. Bathara Guru was
angry at the request. Uma was told to follow her son
to Marcapada. On Friday midnight, Bathara Guru
took her by riding the Andini oxen. They arrived at
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Kala's place. He was bursting out laughing because
his parents were now classified as his food. They
were people who left at midday. Bathara Guru was
surprised. He tried to avoid by making puzzles to buy
time. Kala was told to guess. The puzzle read teri
tutup sat lucani, esat karsanani, para rasul catur
kunthul. Bathara Guru asked the meaning of iku. Kala
answered that iku was ika tail, meant one. Bathara
Guru asked who had a tail. Kala answered that the tail
belonged to the vehicle of Bathara Guru. Then,
Bathara Guru gave one more question about the
meaning of sat luca. Bathara Kala answered that sat
means six, while luca means eye. Then, Bathara Guru
asked whose eyes were six. He answered, those were
Bathara Guru and Goddess Uma’s eyes. The next
question was the meaning of sat karna. Kala
answered that sat was six and karna meant ear. The
next, Bathara Guru asked whose ears were six. Kala
answered, the six ears belonged to Bathara Guru,
Goddess Uma, and the ox. Bathara Guru asked again,
what the apostle meant. Kala answered that the
apostle meant penis. The father asked whose penis it
was. Kala answered that it was Bathara Guru's penis.
The next question asked by Bathara Guru was the
meaning of catur kunthul. The son answered that
catur meant four, while kunthul meant one. The father
gave one more question, who the four testicles were.
Kala answered, those were Bathara Guru and the ox’s
testicles. Finally, Bathara Guru praised the
intelligence of his son because he had succeeded in
answering the puzzle. Kala then asked his parents to
be killed as his food. The father replied that it was
dusk, meaning they were no longer included in the
middle of the day. Kala was angry because he felt that
he had been tricked by his father. Kala's anger was
appeased by his father, saying that it was common for
parents to be smarter than their children.
Goddess Uma also asked to Bathara Guru about
her food. He said that her food was the same as her
son, Kala. Uma was also told to come to the person
who was going to give birth and blow her head so that
the baby was born quickly.
One day, Kala was chasing after nguntangnganting. Nguntang-nganting was hiding in the
peltung of the grass seeker children. Kala asked them.
The children answered that they did not know. Kala
swore that the grass-seeker children whose peltung
facing upward would be his food. Tanganting
continued to run. Kala chased after him. When Kala's
feet caught in a pumpkin tree, she swore that the
person who planted pumpkin would be his food.
Tanganting ran into a house without tungantungi (?).
He managed to escape from Kala's pursuit. Kala also
swore that someone who owned a house without

tangantungi will be his food. Kala's followers told
him that Tanganting entered the kitchen. Kala saw a
rice boiler above the stove. He checked the rice boiler.
Tanganting was not there. Then, Kala swore that the
person who did not cover the bolier while cooking,
they would become his food. Tanganting continued
to run. Tangantng met a woman whose house was on
the roadside and was picking water spinach. He
begged to be allowed to hide. Kala arrived at that
place. The woman was asked about Tanganting. She
answered that she did not know. Then, Tanganting
escaped from the pursuit of Kala immediately. Kala
swore that someone whose house was on the roadside
and planted the water spinach would be his food.
Tanganting found bamboo that was not made of
paper. He then hid inside the bamboo. Kala arrived at
that place. Tanganting could escape again. The same
as the previous one, Kala swore again to anyone who
cut bamboo without a book would be his food.
Bathara Guru heard Kala's behavior. After that, he
asked Narada to go down to marcapada to bring the
puppeteer mask along with the gamelan to save the
people from danger. The four gods, Yang Indra, Yang
Kamajaya, Yang Anggana, and the lame god were
sent down to marcapada carrying the gamelan and the
mask puppeteer. Yang Indera became the puppeteer
and others as accompanists. They were considered by
King Darmawangsa day and night as a protector from
all forms of misfortune.
Tanganting who ran away from Kala's pursuit
arrived at the Darmawangsa kingdom where the
puppet mask was performed. He asked for help.
Darmawangsa asked Tanganting to join the
accompanists to beat kenong. Kala arrived at the place
and asked about Tanganting. He was told to check the
place of the gamelan musicians. Suddenly, he wanted
to beat. He begged to be allowed to beat the gamelan.
He was allowed on condition that he would give up
his own bedhung (machete). Kala agreed, then he
joined to play gamelan until finally feeling hungry. It
was told that there was a child watching the
performance near the gamelan. Kala wanted to kill
him but did not have his bedhung. His mother also
said there was no point in wanting to eat the child
because Kala did not have bedhung anymore. Then,
the child was released by Kala. The child immediately
ran away.
Afterwards, Kala met the king asking for his
bedhung back. King Darmawangsa submitted a
condition. Kala was asked to testify that whoever hold
the mask puppet show would be free from the group
he ate or free from pandawa. Kala promised not to eat
those who hold the mask puppet show. In addition,
there are other requirements for them who hold the
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mask puppet show. They have to prepare dandang
(rice boiler), frying pans, fireplace stoves, spoons,
and plates. Pandawa (who will be protected from
danger) is given special clothes. Other equipments are
tumpeng ingkung ayam (a cone shaped rice with
chicken as side dishes around it), thousand kinds of
flowers, one thousand kinds of fruits, tubers (sweet
potatoes, jicama, etc.), one thousand keteng of gold
coins, one bunch of bananas, pillows, and mats. Near
the puppeteer, there are offerings such as betel leaf,
areca nut, a bunch of siwalan fruit, pucang, coconut
sugar, rice, chicken, lawe, caluk, hoe, paddy, dugel
jung, ketupat, lepet, chicken egg, seven or nine kinds
of fragrance, seven kinds of fragrant flowers, whip,
rope, comb, serit, glass, fragrant powder of various
kinds of flowers, white pomegranate flowers, jugs,
forty four candhings.
Darmawangsa asked Kala to swear. Kala swore
that he would not break his promise. If the promise is
broken, he will be cursed by the Most Holy and find
bad luck from the prophets and angels. If the people
who belongs to Pandawa do not consider the story of
the puppeteer mask, they will get the wrath of the
Most Holy and will not get the blessing of the
Prophet. Rokat is a medicine. The medicine for
people who are sad is to read al-quran. The people
who belongs to Pandawa considered the story of
Kala. Darmawangsa asked Kala not to destroy
everything that grows on this earth. This action is a
big sin.
Kala asked to be told about the kinds of parents to
Darmawangsa. Darmawangsa said that there were
three kinds of parents, namely essential, elderly
person, and animal. Essential parents are parents who
teach truth and goodness. Elderly parents are parents
who do not repeat what they teach. Animal people are
parents who like to eat anything. They like eating all
day long.
Kala asked who called kyai. Darmawangsa
replied that those who are called kyai are those who
like to remain silent at home teaching all the
knowledge of virtue (wisdom). There is another thing
called makkahi, which is someone who likes to teach
his knowledge by going to places that will give him
rewards. Kala asks about pillars of faith.
Darmawangsa answered that there are six pillars of
faith: 1) believe in God; 2) believe in God's angels; 3)
believe in the books of God; 4) believe in the apostle
of God; 5) believe in the Day of Judgment; 6) believe
in God's destiny. Kala asked about the meaning of
Islam. Darmawangsa replied that Islam is according
to all the commands of Allah and the Prophet. Kala
asked about the meaning of religion. Darmawangsa
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answered that there are four meanings of religion,
namely faith, taukhid, makrifat, and lughat.
Kala asked about the meaning of science.
Darmawangasa replies that the knowledge is in the
form of nur dzat af'al. Kala said that he knew
everything taught by King Darmawangsa. The king
requested Kala not to eat people who belonged to the
Pandawa group because Kala had been a Moslem.
Kala agreed to the request of the king, but Kala asked
them to still consider the story about him. Anyone
who does not want to be considered or does not get
along with the Pandawa, cursed will not get a
blessing, will not live long, and will not get prosperity
and happiness in the world and the hereafter.

4

CONCLUSIONS

4.1

The Mamaca Tradition in the
Setting of the Present Madurese
Community

Based on the reading of the Layang Pandhaba text
above, it can be concluded that the text acts as a
certifier that the performance of the mask dance for a
Madurese is very important. This performance can
eliminate someone's pandhaba. A person who was
originally classified as a pandhaba will be free when
he performs mask dance performance or at least listen
to the story of Pandhaba.
The mamaca tradition is an ideological site in
which various ideologies meet and experience a
dialectical process until the balance is achieved in
harmony manifested in ethics and performance
aesthetics. The Mamaca oral tradition known in
Madura appears to have a connection with the
macapat tradition that lived and developed on the
island of Java (mainly Central Java) since the time of
Mataram kingdom period. The existence of the
Mamaca Tradition is closely related to the social life
of the supporting community. This tradition was born
as a means of fulfilling the needs of the people in the
place where the tradition grew and developed.
Madurese people are known as people who have a
very strong religious (Islamic) tradition. The presence
of the Mamaca oral tradition confirms the
characteristics of the Madurese community because
Mamaca performances are derived from didactic
texts and morality influenced by Islamic culture.
The mamaca tradition that lives in the Madurese
community acts as a ritual media. This is related to
the implementation of the mamaca tradition in the
rituals of rokat pandhaba, marriage, circumcision,
and when commemorating Islamic holidays (Rifai,
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2018). The existence of mamaca is something that
must be presented in the procession of the
implementation of all types of rokat purification
ceremony. The Madurese consider that if the reading
of the song is not presented into the procession of all
types of rokat, then the implementation of the rokat
is said to be invalid.
Rokat purification ceremony is a part of Madurese
life that cannot be ignored until now. The religious
values adopted by the majority of the population are
not an obstacle for them. Rokat becomes a place for
someone or society to lean when they are in trouble.
Rokat is deemed appropriate to hang certain
expectations. Rokat is also considered capable of
releasing someone or group from snares that will
threaten him (Dana, 2018). Thus, the Rokat continues
to be pursued so that it can continue. Madurese
assume that if the mamaca tradition is not carried out,
the rokat that are carried out are not valid. Therefore,
it can be understood that as a form of oral tradition,
Mamaca shows its dynamic nature in order to be able
to set a position itself in the social context and
development of its owner's community.
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Abstract:

There are many temple reliefs in Java. The temple reliefs have an aesthetic form and consist of good values.
But, art learning practice do not utilize the potential. This study aims to explain the good values in
manifestation of temple relief for learning art. This paper used descriptive qualitative approach. The technique
of collecting the data would use observation, interviews, and documentation. The technique of analyzing the
data would use data reduction, data presentation, and data verification. The results of this study show that
reliefs on the temple have good values. They are good, sacrifice, love, affection and religious value as well.
In addition to the interesting visual, the relief contain implicit values that function as a means of maintaining
and developing a good showing in the group of societies. Therefore, the group of character education in art
education through learning art based on local wisdom of the temple, the learners can recognize character
values. So that art learning is able to use local potential of temple reliefs in practicing art.

1

INTRODUCTION

Technology and information are developing quickly
nowadays. This is a disruption era which impacts the
emergence of some new matters in a society. There is
no local cultural values and also the identity in a
society. That is one of the matters which is faced by
people in this country. So many children do not
understand local culture as the identity of this nation.
Indonesia as a country of archipelago, possess the
variety of local art. The local art consists of full
sublime values which are embraced by the society.
The existence of unique cultural form contain values
and local wisdom which function as means to
maintain and develop a good life in a group of society
(Triyanto, 2018). So, the understanding about local
culture can help someone in establishing the cultural
identity.
Art education is one of solution in elaborating the
issues. It is a media education capable of providing a
series of aesthetic experience for the development of
the individual soul (Jazuli, 2008). Art education
contains functions of learners. This function is
instrumental in developing various potential in the
individual (Soehardjo, 2011). It includes the forming
of cultured human character.
By implication, the implementation of arts
education, referring to the potential of local art-art

environment of the learners. Of the many local
wisdom that exists in Indonesia, the author offers
relief of temple. The relief of the temple is the famous
local cultural products to foreign countries. Its
existence is identity for the country. While the
potential for the development of art education.
Primarily, in shaping the character of learners.
This paper will discuss about character education
in art education-based local wisdom. This is a great
offer for Praxis art education in formal and nonformal educational scope. Particularly in instilling the
values of goodness through a local wisdom in the
form of reliefs of the temple.
This paper used descriptive qualitative approach.
The technique of collecting the data would use
observation, interviews, and documentation (Rohidi,
2011). The technique of analyzing the data would use
data reduction, data presentation, and data
verification (B. Milles & Humberman, 2007).

2
2.1

ART EDUCATION
Character of Art Education

The core activities of art encapsulated in the creation
and appreciation of works (Triyanto, 2017)
(Soehardjo, 2011). To reach the educational
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objectives through art, however, a person must make
and appreciate art (Lansing, 1969). The function of
art education is to instil awareness and aesthetic
sensitivity, to develop creativity or creativeness, and
it became a means of expressing the self-expression
and the environment. Including the creation of the
character of learners.
Linderman and Linderman (Linderman &
Linderman, 1984) describes that aesthetic experience
includes perceptual , cultural and artistic experiences.
Perceptual experiences can be grown through creative
activities (creating), imagination, and intellectual.
Cultural experience can be instilled through an
understanding of the cultural forms of the past and
present, while the artistic experience can be
embedded through creative activities and
appreciation. Culture is automatically integrated in art
education. It contained charges the awareness and
appreciation capability towards diverse culture of the
archipelago and Abroad. So local art is the potential
for art teaching practice.
The character is a typical value, nature or
character of a person. Formed from the results of the
internalization of various activities. It is believed to
be used as a way of looking, thinking, behaving,
speaking, and behaving in daily life (Jelantik, 2016).
For a nation, character is the primacy of the values
inherent in each individual in the community and then
embodies the personality and identity as a group of
society (Jelantik, 2016). Through arts education this
can be established when utilizing local art. For
example the temple reliefs which have sublime
values.

2.2

Prambanan temple is the largest Hindu temple in
Indonesia. This temple has a towering architectural
shape. Besides relief and ornaments attached to the
walls of the temple is amazing. Narrative reliefs
found in the Prambanan Temple is the story of
Ramayana and the story of Krisnayana. The
Borobudur Temple is the biggest Buddhist temple in
the world. The beauty of this temple is not only in the
form of its architecture but also reliefs and the
ornament is on the wall of the temple. While the
Sukuh is an erotic Temple in Indonesia. Ornaments
and relief is a uniqueness in the temple. The selection
of three reliefs considered by the author is a religious
background, history, architecture, and the three main
relief is carved mostly on the temples in Indonesia.
Note the following matrix.
Table 1: Character values of manifestation of temple relief
in learning art.

The Values on the Reliefs of the
Temple

The kind of relief that adorned the walls of temples in
general according to Jordan is the various forms of
iconic, decorative, and narrative reliefs (Jordan,
2009). The diversity of the story contained in relief,
as follows: the story of Ramayana, Krisnayana,
Mahabharata, Garudeya, Sudamala, Syaimbara
Drupadi, Sri Tanjung, as well as Kunjara Karna. The
source of these reliefs is the Hindu/buddha religious
texts (Adams, 1996). This research took three
samples of the reliefs of the temple namely temple
with the story of Ramayana reliefs at Prambanan,
Borobudur Temple in the Jataka stories, and the story
of Sudamala in Sukuh temple. The temples are
scattered in Central Java, Indonesia. Prambanan
Temple is in the town of Klaten, the Borobudur
temple is in the town of Magelang, and Sukuh Temple
is in the town of Karanganyar.
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Table 1: Character values of manifestation of temple relief
in learning art (cont.).

placement of the figures form the harmonious and
dynamic patterns. This proves that the temple reliefs
also consider the question ofthe aesthetic taste in the
creation. The technique of making the temple reliefs
also show the greatness of the artist at the past.
Relief at Borobudur and Prambanan Temple is
made with high sculptures. Figures shown seem
proportionate and naturalist. They are so recognizable
depicted figures. While in Sukuh temple relief was
sculpted not too high. The relief looks primitive,
decorative, and resembles 'wayang'(traditional
performance of Javanese). However, overall the
reliefs on Temple in Indonesia arranged with
consideration of visual elements. The visual form of
relief seemed to consideration of visual elements of
line, texture, surface, and space.

2.3

The above matrix is the embodiment of the reliefs
of the temple containing the story. His story reflects
the values of populist, justice, truth, knowledge,
patience, sacrifice, love, and devotion, compassion,
peace, and spirituality (Harto, 1999). In addition to
the great value that is contained in the story. The
reliefs of the temple show the interesting aesthetic
form due to the arrangement of visual elements. The
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In terms of word, local wisdom consists of two words,
namely the local and wisdom. Wisdom has the
meaning the body of knowledge that develops in a
certain society or period and local means belonging
to particular area (Triyanto, 2018). From those two
meanings of the words, Triyanto explains the notion
of "local wisdom" as knowledge or views, values,
belief in a limited environment (applicable in the
specified area) (Triyanto, 2018).
Local wisdom can be either custom, habit of
living, lifestyle, as well as various cultural traditions
such as traditional art. This local wisdom develops on
each generation through the education process, as a
means to maintain and develop a good life in
community groups, as well as the collective identity
of certain community groups.
Indonesia is an archipelago, which has a range of
local wisdom in each of the regions. As a mechanism
of culture, local wisdom has several functions.
Triyanto (Triyanto, 2018) mentioned there are three
functions of local wisdom as a mechanism of culture.
As governing media behaviour of citizens 1), the
media to maintain the values that are not appropriate
2), and the strategies of adaptation to accommodate
the influence of external culture values and integrate
in the native culture.
Character education with arts education truly have
a good relation. The basic culture of the society that
has personality, including local wisdom. The
existence of local wisdom which brings in the local
area can be introduced through formal and informal
education. So, a person will form the character of the
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individual who is aware of the local culture of his/her
country.
The constitution of the Republic of Indonesia
Number 20 in 2003 regarding the national education
system, article 37 paragraph (Triyanto, 2018) States
that the study of art and culture to form the character
of learners in order to become a man who has a sense
of art and cultural understanding (Jelantik, 2016).
This is characteristic of art education. Art education
contains functions of learners. This function is useful
for a wide range of growth and development for every
potential of each learners (Soehardjo, 2011).
Including a humane balance between education,
logical-rational, ethical-moral, by emphasizing
aesthetic education-emotional (Rohidi, 2014).
The identity of a cultural community groups can
be seen through learning art. The art learning in this
case, based on local wisdom of temple reliefs. The
values inherent in the temple reliefs are the
embodiment of the good values. A potential role is in
cultivating a certain character. Values that reflect on
the temple reliefs is the value of the populist,
simplicity, fairness, patience, truth, knowledge,
fertility, fighting for ideals, love and mercy, peace,
and spirituality (Harto, 1999).
The art of learning activities including the
activities of expression, work, and appreciation. The
scope of creative experience in learning the art lies in
the activity of the creation or the making of the work.
The experience related to the expressing of the idea,
mastery and the utilization of media, as well as the
mastery of techniques by learners. These activities
aim to instil aesthetic value. Other roles in an effort is
to encourage the entire potential learners. While the
appreciation of the activities related to a person's
response to the works of others. Through the activities
of appreciation, one can appreciate the work of others
and gain an understanding of the issues that are
recorded on a piece of art.
Track of the creation of artwork and expression,
students or learners are conditioned to create works
of art with the contents of the local wisdom of temple
reliefs. Learners are conditioned to understand and
appreciate the content of the reliefs of the temple as a
source of ideas in creating the work. Learners are
given the opportunity to convey and explores the idea
of the temple relief through the medium of art.
Whereas activities in appreciation, the students are
introduced to the phenomenon of a certain Temple
relief through group work. The working groups
provide the opportunity for children to discuss the
phenomenon of temple reliefs, to understand and
appreciate the values in it. Especially, the associated
value of intra aesthetic and extra aesthetics.
The art of learning by integrating character
education, emphasized the development of creativity,
appreciate and live the honest, discipline, responsible,

care (tolerance, mutual help), polite, confident
behaviour. In relation to an active interaction towards
the social and natural environment in the association.
Its existence involved all forms of physical activity
and sense of beauty (Jelantik, 2016). The role of
teachers is important in establishing a conducive and
fun learning. Teacher creativity in choosing the
method and developing the learning determined the
direction of learning. Therefore, all components of
the learning has to be prepared to the maximum. So,
the goal of learning art by utilizing temple reliefs can
be achieved optimally.
In intra aesthetic, visual form of the temple reliefs
show the aesthetic forms. There are the visual
elements of points, lines, texture, space, surface,
shape, and the look inside. These elements are
arranged with a proportional consideration, forming
the rhythm and unity, so that it looks lovely.
Appreciation of the arrangement of visual elements
enhance the aesthetic sensibilities of the learners.
Especially at a time when such relief in the form is
raised again by the learners in the form of works of
art. The students do not only understand aesthetically,
but also great value contained in it. It is understood
and absorbed by students deeply. So that the students
aware and apply the values into their behaviour.
THE LOCAL
WISDOM OF TEMPLE
RELIEF

THE
VALUES

VISUAL
AESTHETIC

ART LEARNING
Creation and Appreciation

Figure 1: Model of character education based on local
wisdom

The above diagram 1 is elaborated as follows; the
relief of the temple is a local product of Indonesia
culture. Its existence spreads across Java, with
various types and shapes. In intra esthetic shows the
arrangement of visual elements (points, lines, texture,
space, surface, shape, and the look) which is coherent
and dynamic as well. The sublime values contained
on the relief is also important. The value is a virtue,
struggle, love and compassion, as well as religious.
These two potential things in art education (the value
of intra esthetic and extra esthetic) the application
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can be applied to the study of the creation and
appreciation of art. On the creation of works of art,
students are given the opportunity to express and
explores the idea of the temple relief through the
medium of art. Whereas in appreciation activities, the
students were introduced to the phenomenon of a
certain Temple relief through group work. The
working groups provide the opportunity for children
to discuss the phenomenon of temple reliefs in order
to understand and appreciate the values in it.
Especially, the associated value of intra aesthetic and
exstra aesthetic.
Aesthetic phrasing with a different expression
media embed creativity of learners. Students cultivate
a form of temple reliefs originally from rock carvings
into artistic expression with other types. a selection of
works of painting, graphics, sculpture, drawings, and
so forth will excite the imagination. Temple reliefs
were taken as the theme of the work or show back in
the other media materials. in processing the idea,
learners are directed to conduct observations. They
will find out the content of the story, the figures, and
the characters in the story. This resulted in a good
understanding of the values used in behave.
The following art creations, is one example of the
art of learning by utilizing the local cultural resources
(relief of the Temple).

Figure 2. Ramayana Relief at Prambanan (above) dan
mozaik work, inspired from one of Ramayana relief at
Prambanan temple which the mozaik is Jadid Ridho’s work
in order to fulfill his bachelor degree. The work was created
in 2011 (below). source: Aryo Sunaryo 2009 (above) and
doument of fine art Universitas Negeri Semarang (below).
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3

CONCLUSIONS

There are so many temples in Indonesia. The temples
are decorated with reliefs stories filled with good
values. In addition to the interesting visual, the relief
contain implicit values that function as a means of
maintaining and developing a good showing in the
group of societies. Therefore, the group of character
education in art education through learning art based
on local wisdom of the temple, the learners can
recognize character values.
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Abstract:

The development of the graphic design was strongly influenced by technological developments. From
graphic design style, how to work to the way it is distributed. When digital technology and the Internet
became known, changes also occurred in the field of graphic design. The presence of the Internet also
encourages the emergence of a crowdsourcing system as a way to bring together clients and graphic
designers. Designers also take advantage of these advancements to facilitate the way they work, but as a
technology that always brings two sides as a result, the crowdsourcing system also has the same thing.

1

THE DEVELOPMENT OF
GRAPHIC DESIGN

Graphic design is a general term for activities
that combine typography, illustration, photography
and printing for the purposes of persuasion,
information and instruction (Livingston &
Livingston, 1994). This definition shows that the
graphic design field is very close to technology and
its development is strongly influenced by
technology. Graphic design is also often seen as a
means of communication, including its relationship
with the development of industries that play an
important role in marketing factory production
(Meggs & Purvis, 2012), thus also close to economic
issues.
The development of graphic design can be traced
thousands of years ago since the days of the
illuminated ancient Roman script until the
development of printing machines in Europe by
Gutenberg in the 1450s and so on. But important
developments emerged during the Industrial
Revolution in England between 1760-1840, which
was a radical change in the economic and social
fields, including in graphic design. The Industrial
Revolution created a breakdown and separation of
the fields of creation and production of graphic
design expertise into a number of field specialties
(Meggs & Purvis, 2012).
Along with the development of technology in
graphic design especially when phototypesetting

began to be commonly used in the 1960s, several
special skills emerged, such as: graphic designers
(who made page layouts); typesetter (which operates
equipment for typesetting); production artist / pasteup artist (tasked with arranging all graphic design
elements into a page); camera operator (who made a
negative photo from a paste-up result); stripper (in
charge of compiling these negative photos into one);
plate maker (in charge of preparing the printing
plate); and print operators (who operate printing
machines).
But for the last quarter century in the 20th century
and the first decade of the 21st century, computer
technology (and electronics) experienced a very
rapid progress. This progress affects many aspects of
human life, including in the field of graphic design.
Then in the period leading up to the 1990s, almost
all of these tasks could be taken over by just one
person with the help of computer graphics.
This development also occurred in Indonesia,
before the entry of digital technology in the 1990s
all design work was done with hand skills. From
making illustrations, combining photos, lettering,
layout to production preparation are all done
manually. This requires special expertise and high
skills from the perpetrators, for it requires formal
education or experience to be able to get all these
skills. Formally at that time education for the
graphic design field already existed in Indonesia,
such as at the Indonesian Institute of Arts in
Yogyakarta or the Bandung Institute of Technology
(Kardinata, 2015). Likewise for graphic design skills
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in Indonesia which have had a long history of
creating people who are experts in the field selftaught (Setiyono, 2004).

2

CROWDSOURCING SYSTEM
PRESENCE IN GRAPHIC
DESIGN

Graphic design experienced rapid development
when computer graphics became known in
Indonesia in the second half of the 1980s. The
presence of desktop publishing and graphics
software makes it easy for a new generation of
Indonesian graphic designers. By the year 2000,
more and more graphic design work had become
increasingly dependent on computers. The influence
of computer graphics technology has many
influences in terms of design techniques and styles,
accuracy and speed. The development of computer
technology was followed by the development of
information technology by the presence of the
Internet. The rapid development of the Internet then
opened up opportunities for graphic designers to find
media to display and disseminate their works.
Beginning with making e-magazine as a media
display of works that are disseminated through a
website (Bangsa, 2008). After that, other media
began to emerge that had the opportunity to
disseminate and become a place to sell their work
such as crowdsourcing sites and portfolio / showcase
sites (e.g. 99 designs, Design Contest, Upwork,
Envato Studio, Sribu, Freepik, Devianart, and so
on).
Crowdsourcing is the process of getting services,
ideas, or content by collecting contributions from a
group of people, especially from online communities
for a variety of activities. This term is a combination
of "crowd" and "outsourcing" (getting something
from outside / external) (Ghazali and Nadinastiti,
2015). The way the system works is quite simple:
the site organizer invites designers to submit their
designs for creating design contests for various
graphic design needs such as websites, t-shirts, logos
and so on. Then the client will choose the best
design from the design that comes in and the
winning designer will get a payment. The term
crowdsourcing is often misunderstood by
crowdfunding with different objectives, but the
resources still come from the crowd.
The term crowdsourcing was introduced by Jeff
Howe in 2006 in an article in Wired online magazine
(www.wired.com/2006/06/crowds/).
However,
crowdsourcing activities were recorded as having
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existed since 1714 when the British government
opened a twenty thousand pound prize competition
for those who could find the longitude counting
method of a ship (Dawson & Bynghall, 2012).
Crowdsourcing is then more developed and known
along with the presence of Internet technology.
Howe (2009) calls the crowdsourcing system the
beginning of human networking, and as predicted by
Alvin Toffler in The Third Wave that society does
not just want to consume passively, but they want to
participate in the development and creation of
products that are more meaningful to them.
Crowdsourcing represents the actions of a
company or an institution taking a function that was
originally carried out by permanent workers and
freelancers to an undefined group of community
networks and usually in large numbers in the form of
an open call. Howe (2009) (Fuchs, 2014) says that
crowdsourcing is one embodiment towards the
democratization of capitalism.
Howe gave the initial example of crowdsourcing
in the case of Threadless.com which was founded by
Jack Nickell and Jacob DeHart in Chicago in 2000
who made an online t-shirt design competition.
Every week they receive about a thousand design
entries and winners are chosen by the designers
themselves rather than by the board of jury. The
winner will get a t-shirt with his own design.
Threadless.com benefits greatly from this business
with the cost of producing each t-shirt for US $ 5
and they sell between US $ 12 – 25. They also do
not need to pay for designers, salespeople and
advertisements because the community they own has
done it all for free (Howe, 2009).
Fuchs said that the company's management
thinkers had recommended to companies to transfer
employee resources to users and consumers with the
aim of increasing company profits by reducing labor
costs. The outsourcing of work to consumers is a
general tendency of contemporary capitalism. In
addition to the form of open call, crowdsourcing is
done by means of competitions, contests, image
stock, or showcases. Facebook has asked users to
translate their sites into other languages without
payment, as is done by Google for Google Translate
and Google Maps, and Trip Advisor. Pepsi held a
competition with a prize of US $ 10,000 for the best
design from the Pepsi can. In such projects, most of
the work carried out is not paid. Even if the winner
receives money as prize, most of the work time used
by users and consumers is completely unpaid, which
allows the company to outsource paid work time to
consumers or fans who work for free (Fuchs, 2014).
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Crowdsourcing phenomena also occur in
Indonesia, especially after Internet technology
available and its access became easier. In Salaman
village (near Borobudur Temple, in Magelang
Regency, Province of Central Java) there is a group
of self-taught graphic designers (there are
approximately 1,500 people). They switched their
livelihoods from the former laborers (laborers,
farmers, public transportation drivers, and so on) to
become graphic designers since getting to know
computer graphics and Internet technology. By
following the logo design contest on the
crowdsourcing site 99design.com by working like an
intermediary between prospective clients and
designers, where in 2014 they earned approximately
45 billion Rupiah (around US $ 3,700,000) in
revenue. However, the process undertaken is not
easy, because they have to submit designs of tens to
hundreds of times per person (Arifin, interview, 2829 November 2014). Until now they are still
undergoing this activity as their main work because
they provide earn more money than their previous
work (Bangsa, 2017).
The Aqua mineral water company uses
illustrations by Renata Owen – a 7th semester
student at the time in 2014 – for the "40 Years of
Aqua" series. Renata was 'discovered' by the Aqua
agency through the Behance design showcase site.
The illustration is valued at 50 million Rupiah
(approximately US $ 4,500), a lower price than if
Aqua uses a professional agency, but the price is
very high for a student. In 2014 Bayu Santosa (then
3rd semester student) won an alternative Maroon 5
album cover contest and earned US $ 700 (around 7
to 8 million Rupiah when he won the contest) and
tickets to watching the Maroon 5 concert in America
but failed because the cost of transport and
accommodation must be borne by himself (Santosa,
interview, 11 April 2019).
Vinsensiana Aprilia Nanda Jeharu, an alumni of
design department who became a freelance
illustrator who joined the crowdsourcing site
Upwork (www.upwork.com) got a job making
digital illustrations for children's story books from a
foreign client. One page of the illustration was
valued at US $ 5 and she had to make 15 pages (US
$ 75), and by her client the book was sold on the
Amazon.com site as a US $ 15 e-book Kindle digital
book. As a freelance illustrator at Upwork.com, she
must comply with the rules of the site, such as:
unlimited design revisions. While the client has the
right such as: disconnecting the employment
relationship unilaterally without notification with the
illustrator if it is considered unsatisfactory, and

giving a rating according to the service to the client.
The existence of such regulations makes
Vinsensiana must be careful in providing services to
clients so that her membership account is not
suspended by Upwork as she experienced when she
joined the crowdsourcing site Fiverr. But
Vinsensiana admitted that she was quite satisfied
with the income earned and the way she worked so
far (Jeharu, interview, 20 May 2019).
Even so, not all designers that the crowdsourcing
system is a profitable way, because designers have
invested their time, energy and mind but there is no
guarantee that their work will be paid because they
have to compete with thousands of other designers.
In addition, crowdsourcing sites have never provided
regulations that provide protection for designers, so
that they potentially threaten the designer profession,
there is also no guarantee of designs that are not
chosen to be misused (Ghazali and Nadinastiti,
2015).
The crowdsourcing system has the same nature
as the Internet, namely anonymity. "On the Internet,
nobody knows you're a dog", according to the
cartoon caption published in The New Yorker to
point to Internet anonymity, as well as
crowdsourcing as anonymous so that it never takes
into account one's educational background, or
experience (Howe, 2009). Therefore the existence of
the crowdsourcing system also makes the boundaries
between professionals and amateurs blurred. In his
article, Howe (2006) exemplified the emergence of
crowdsourcing with a professional photographer in
California, who was frustrated because even though
he had lowered the cost of his photography services,
it still had to lose to iStockphoto which provides
millions of photos at very cheap prices. The
iStockphoto site is a royalty-free photo stock (as
well as illustration, clip art, video and audio)
provider with prices varying between US $ 0.22 to
US $ 10 per photo with a collection of photos
totaling
millions
of
contributions
from
photographers all over the world. While the price of
one photo from a professional photographer is US $
200 to US $ 300 per photo. Anyone can send photos
to this site regardless of their educational
background, experience or professionalism. The
same is true of the example of self-taught designers
and academic designers who have no boundaries
between professional, academic or self-taught.
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3

TECHNOCULTURE IN
GRAPHIC DESIGN

This study aims to examine the role of the
Internet as part of cyberculture and its influence on
the workings and ways of distributing graphic design
works, especially with crowdsourcing systems, and
how crowdsourcing systems are carried out by
designers and the use of Internet technology. This
circumstances like in accordance with technoculture
theory which is referred to as an interrelation and
dependence between technology and culture. The
Internet – in this case – is considered as a new
communication media, which can be seen as a cause
of changes in the way of production and distribution
of graphic design works. But it can also be seen on
the contrary whether as a result of the development
of the way of working and its distribution. Internet
technology that is increasingly available easily and
cheaply brings many conveniences in the field of
graphic design such as: efficiency, speed, accuracy
and flexibility. Therefore this study will also
examine how the Internet plays a role in the facilities
mentioned above.
This research is directed at the micro level and as
a corpus of this research are local designers in
Yogyakarta and around, who undergo the
crowdsourcing system in their work in the field of
graphic design between 2010 - 2018. As a
comparison, research will be conducted on the
response of professional, academic and self-taught
designers to the crowdsourcing system. Therefore,
this research will be expected to have different
aspects compared to the cases of the crowdsourcing
system at the macro level.
When Internet technology became popular,
public of graphic design made use of its efficiency,
speed, accuracy, and flexibility to try to escape
dependence on patrons. This can be seen in the
efforts of local graphic designers to showcase their
work through e-magazine distributed through the
Internet. There has been previous research regarding
the relationship between the way Internet production
and the way of distributing graphic design works,
namely research that had been done by the author
titled “E-Magazine as an Alternative Media for
Spreading the Concept of Visual Communication
Design” in 2008. This study explains the emergence
of Internet technology that encourages young
graphic designers in Yogyakarta to make their own
access to distribute their work by loading it in an emagazine uploaded on an Internet site (Bangsa,
2008). However, the problem of this research is that
there are differences with the subject matter raised
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by the author now. Although both discussed
technoculture but here there are differences in the
subject matter, namely: trying to release from
patronage relations (2008), while in the proposed
research this is more a shift from patronage relations
to partnership relations. The research time is also
different if it is related to the context of Internet
technology
development,
namely
when
crowdsourcing sites have not spread yet (2008), and
further highlights how designers display their work
and later this model is similar to what is now known
as a portfolio site or showcase.
The next paper was titled “Between Craftsmen
and Designers” (2017) which was also written by the
author. The object of this research is self-taught
graphic designers in Salaman village, Magelang
Regency
who
joined
the
99design.com
crowdsourcing site. Although it alludes to the
relationship between the Internet and the
crowdsourcing system, this research is different
from the one proposed by the author now. The study
focuses more on explaining the work methods of
self-taught designers compared to professional
designers and academic designers (Bangsa, 2017). In
general, both studies revolve around the problem of
the distribution of access to the Internet itself or the
political economy problems of the distribution of
Internet access.
To begin this research an explanation will be
given regarding the field of graphic design and
especially its relation to technological developments.
Graphic design also evolves in accordance with the
development of technology according to the division
of human history into three periods according to
Alvin Toffler (1980): agrarian revolution (first
wave), industrial revolution (second wave), and
information revolution (third wave). Technological
developments in graphic design were presented in
the world graphic design history book by Philip B.
Meggs and Alston W. Purvis “Meggs' History of
Graphic Design” especially in the discussion of the
Industrial Revolution and the impact of industrial
technology on visual communication. Whereas in
the next section the book discusses the Age of
Information and graphic design in a global village,
and at the end is about the Digital Revolution.
The Digital Revolution cannot be separated from
the role of computers and the Internet as part of
cyberculture. One result that arises from the
existence of Internet technology is the
crowdsourcing work system. There was a study
about crowdsourcing conducted in 2016 about the
crowdsourcing system carried out by Panca Siwi N.
in title “Community Participation in Jogja
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Rebranding (Case Study: Community Political
Participation in Jogja Rebranding through the Jogja
Urun Rembug Forum)”. The study discusses the role
of the Yogyakarta community in responding to and
determining the new logo for the rebranding of the
city of Yogyakarta. The findings of this study are
that the crowdsourcing system in the case of
rebranding the city of Yogyakarta is more of a
community-based mutual cooperation activity for
the image of the city without hoping to get
rewarded. Whereas the present research is more on
how designers work with a crowdsourcing system
with the aim of getting at least cash in return.
The crowdsourcing system itself is considered to
be imperfect, and even some people prejudice the
system. The Indonesian government during the time
of President Susilo Bambang Yudhoyono through
the Ministry of Tourism and Creative Economy
mentioned the shortcomings of this graphic design
crowdsourcing system, although very little in the
2015 - 2019 National Design Development Plan. It
is said that the crowdsourcing system is a new form
of business model where clients can asking from
many designers to fulfill their request.
The existence of a crowdsourcing system cannot
be separated from the role of the development of
Internet technology. The presence of Internet
technology then made crowdsourcing more known
and developed. Regarding the network explained by
Martin Lister (Lister, et.al., 2009) in the book New
Media: A Critical Introduction as one of the
properties of new media (in this case the Internet),
namely: networking (besides digital, interactive,
hypertextual, virtual, and simulated).
The use of graphic design work from
crowdsourcing sites has also been written in a
journal entitled “Encouraging Better Graphic Design
in Libraries: a Creative Commons Crowdsourcing
Approach” by Veronica Arellano Douglas and April
Aultman Becker (2015). This research only focuses
on the ease of obtaining graphic design works to
provide convenience for library information
systems. But in this study it can also be seen that
users can fulfill the needs of graphic design works
by utilizing Internet technology. The case study in
this study examines an approach to improve the
quality of graphic design in a library. Through a
combination of social media and cloud-based
storage that can be accessed, and utilizing freely
available graphic designs to be used under a license
that can be shared.
Research on the role of the Internet and its
influence on the workings and ways of distributing
graphic design works with the crowdsourcing

system, as well as how the crowdsourcing system is
carried out by designers and the use of Internet
technology are still rare. It is hoped that this research
can find out how the role and influence of the
Internet on the workings and ways of distributing
graphic design works, as well as the relationship
between patrons and actors. Thus it can be seen the
difference in conditions between before and after
Internet technology is present.
Technoculture consists of two words: techno
(logy) and culture. Donna Haraway calls ‘techne’ (as
long as the word ‘technology’) as ‘a technique that
can be translated or transferred". Culture is the result
of syncretism and hybridization of cross-space
interactions and is increasingly considered a route
made rather than having roots. Culture is a collection
of temporary and interconnected combinations of the
local on the global (Barker, 2004). Raymond
Williams as quoted by Slack and Wise (2005)
considers many historical and contemporary
meanings about culture, including the implications
of caring for or processing (as in agriculture); the
difference between humans (culture) and material
reality, between symbolic (cultural) production and
material production, between culture and society,
between culture and structure; attribution has
something special when someone is cultivated;
designation of separate popular culture as opposed to
high culture; characterization of national differences
(as in the culture of two different countries); and
naming related subgroups or subcultures in national
culture (such as in large cities or rural areas in a
country).
Raymond Williams also said that culture is "the
whole way of life", which means the formation,
arrangement, and organization of what we think,
believe, value, feel, and do. however culture is not
static, but is a process of changing relationships
between old, new, and reconfigured or re-articulated.
On the one hand culture is formed from traditional
works: meanings, values, artifacts and practices that
are derived from previous generations or other
parties. On the other hand culture is shaped by
selected
works:
the
selection,
challenge,
arrangement, and life of artifacts and ideas in
everyday life in interactions with changes in material
conditions. Thus culture is a process in which
tradition is reconfigured in historical conditions in
everyday life. In the process of change, culture will
express dominant things (values, feelings, beliefs,
etc.), but also bring things that are residual from the
previous time or social formation, as well as
emergent things from ideas and new process.
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While the term technology itself is a term that is
not easy to get its definition appropriately.
According to MacKenzie and Wajcman (1985) (in
Bijker, et. Al (eds.), 1989), there are three layers of
understanding that can be distinguished from the
word "technology", first, there are levels of objects
physically or artifacts, for example: bicycles, lights,
plastic. Second, "technology" can refer to activities
or processes, such as: the manufacture or casting of
steel. Third, "technology" can refer to what people
know about what they can do, for example: "knowhow" to design bicycles or operate ultrasound
devices at obstetric clinics.
However, technoculture discussion is not the
same as when discussing technology alone or culture
itself only, technology is an integral part of culture
(Slack and Wise, 2005), so there is no term
"technological age" as we call it: Stone Age, Bronze
Age, Iron Age, Industrial Age, Information Age and
Digital Age. Human culture is always present in
relationships that we understand as technology
(stone, fire, clocks, computers to nanotechnology for
example). Technoculture is defined as the
interrelationships and dependencies between
technology and culture, where technology is
considered to contribute to forming culture and
society (technological determinism) (Bell, 2007) and
on the contrary people are considered to play a role
in shaping technology (cultural determinism) (Slack
and Wise, 2005).
Slack and Wise (2005) call technological
determinism meant that technology is understood as
having an effect and that technological change is the
main determinant of cultural change. Landong
Winner (in Slack and Wise, 2005) explains that
technological determinism is believed to depend on
two hypotheses: (1) that technology is central to
defining what culture is; and (2) that technology
causes effects and that technological change is a
major cause of cultural change. On this issue
technology is the cause. Whereas the opposite is
cultural determinism, namely: culture is understood
as a cause and technology is as a result.
Technological determinists argue that scientific
advances are driving technological progress, but
social determinists say that strong social elites
(military, bureaucrats and corporations) play a
changing role (Green, 2002).
The discussion of technology and culture can not
be separated from the influence with matters of
policy (authority) and the structure of society. Our
lives are inseparable from one or more of these
things, so discussing technoculture is also about
doing activities between: culture and society,
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technology and policy (Green, 2002). In this case the
focus of technoculture that is discussed is about
cyberculture and the Internet, which one of the
effects is to the world of digital communication
centers.
Talks about technoculture involving society,
technology, policy and culture also include talking
about 'neutrality' in technology, public interest,
popular culture, regulation, gender, modernism and
postmodernism, and the nature of the information
society. There is a cycle that works here: culture
creates new communication technologies, which are
then put together as technoculture, which then
encourages further technological discovery (Green,
2002). Electricity, apartment buildings, fabric
factories may have technocultural elements, and can
be called technoculture. The balance between techno
(-logi) / culture might be more developed so that
electricity is more technological, and synchronized
swimming becomes more cultural.
Slack and Wise (2005) divide the response to
technology into three: (1) Ludism; (2) Appropriate
Technology (AT); and (3) Unabomber. Ludism is a
term for Luddites who are anti-technology and antiprogress. They are referred to as machine haters,
anti-technology, anti-progress, anti-development and
anti-life are established. Ludism refers to a
movement of skilled workers in England in 18111817 in the textile industry. They damage (or
precisely sabotage) weaving machines because they
believe that the machine will replace the role of the
workers and make them lose their jobs. But
according to the EP. Thompson explanation. in his
book “The Making of English Working Class” that
these Luddites are not entirely anti-technological,
they only want that "industrial growth should be
arranged according to ethical priorities and profit
seeking must be below what is needed".
Those who accept technology as Appropriate
Technology are about making technological choices
that oppose the development of technology for
technology, or for the benefit of sacrificing quality
of life. In his manifesto Ted Kaczynski aka
Unabomber (as FC / Freedom Club) mentions
human transformation towards the need for
machinery, environmental transformation, and
damage to human dignity and autonomy. These
three responses represent: (1) fear and antitechnology; (2) cooperating and utilizing
technology; and (3) misusing technology.
Technology is political economy, therefore
technology is political because it can be used for
political purposes but also technology is economical
because it can be used for economic purposes.
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Technology is not an element that is taken and used
for a political system or economy, not also
technology creates a political and economic system,
but technology is an integral part where politics and
economics are displayed or in other words
technoculture is political and economical. The next
task is to examine how certain sets of technologies
from technology, politics, and economics are built,
what work they do, and how they can be changed.
Politics is a term relating to the relationship between
power and agency. Whereas economics requires the
production, distribution and exchange of resources,
which include human resources (for example, labor),
natural resources (eg. copper), and information
resources (for example, knowledge) (Slack and
Wise, 2005).
Jameson followed Ernest Mandel who divided
capitalism into three periods which happened to
coincide with three stages of technological
development: (1) industrialization using steam
engines which began in 1848; (2) electric machines
and internal combustion engines (ICE) began in the
1890s; (3) electronic use and nuclear power since
the 1940s. These three stages of technological
development are in accordance with the three stages
of the evolution of capitalism: (1) the stage of
market capitalism / stage of the market economy
which is limited to the territory of the country; (2)
the stage of monopoly or imperialism in which
capitalism is extended to other regions; (3) the final
stage of capitalism in which the region no longer
becomes relevant or multinational capitalism which
is often misunderstood by post-industrial. Jameson
connects these three stages of capitalism with three
stages of cultural production: (1) the stage of
realism; (2) the stage of modernism; (3) the stage of
postmodernism [(Jameson in Durham and Kellner
(eds.), 2006) (Jameson, 1991)].

4

CONCLUSIONS

Technology advances cannot be avoided, including
in the field of graphic design. Technology is indeed
made to help and make it easier for humans to carry
out their work processes. But technology always
brings two sides: benefits and threats. In the case of
crowdsourcing system on graphic design on the
other side made it easier for graphic designers to
distribute their work while freeing them from capital
patrons as they were before Internet technology was
known. But on the other hand problems arise,
namely the blurring of boundaries between
professionals and amateurs, and pseudo-freedom

when graphic designers think they are liberated from
capital patrons but in reality they are under a much
greater power of capital. It takes a strong role from
the government as an intermediary between these
graphic designers and clients who are able to create
an equal relationship.
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Abstract:

Adolescent nowadays are often called the millennial generation or the digital naive generation because of
their complexity and dependence on technology. However, geographical condition difference and
infrastructure limitation frequently cause discrepancy between urban youth’s and rural youth’s preference.
This article studied about technological usage from music consumption aspect of rural adolescent in the
Special Region of Yogyakarta. Case study was hold in SMAN 1 Samigaluh, Kulon Progo. The result indicated
that generally rural youth did not resist various music genres which were happening in music industry, but
the most preferable one was dangdut. Technological role was represented by smartphone’s application usage
in listening music. Smartphone’s features utilization would be depend on communication network’s
availability and their data package. The result showed that technology determines adolescence’s music
preference in rural area. Technology also provides as well as limits their access to music distribution.

1

INTRODUCTION

Nowadays, technology advances has merged in
human life for various age category, include the
teenagers. They are called as millennial generation,
Z generation or digital generation, which means a
generation that has technology dependence (Kompas,
March 15th 2017). Technology has connected
communication and information throughout the areas
include inland or rural area. Health anthropologist of
Universitas Indonesia, Sri Murni, said youth lifestyle
in rural area referred to urban society‘s culture,
comprised of consumption pattern and its taste
(Kompas, May 18th 2015).
Music is mentioned as part of youth lifestyle that
connected with lifestyle industry such as trend, mode,
fashion and other up-to-date style. The Kompas R&D
survey on 734 teenagers focused on urban areas at
2015 had revealed music genre preferred by the
youth. Those were 66,7% for pop music, 10,4% for
rock/slow rock/pop rock, 6,9% for jazz music and
15.0 % for others. Based on music origin
preferences, there were 39,6% for Indonesian, 33,9%
for American, 10,4% for European, 9,5 % for Korean,
and 6,6% for others (Kompas, October 9th
2015). Recent survey released by tirto.id (August
2nd 2017) of 1201 Z generation in Jakarta, Bandung,

Denpasar, Surabaya, Tangerang and Yogyakarta
showed that 46,2 % preferred to western pop music,
26% for Indonesian pop music, 8,7% for k-pop music,
7,2% for rock music and 11.9% for others.
Both surveys did not include rural adolescent.
Research which conducted in Special Region of
Yogyakarta showed that there was difference in
music preference and peer conformity between urban
and rural adolescent (de Fretes, 2017). This article
reported the result and further exposure from previous
research which emphasized on technology usage of
distributing the music in rural teenager.
The purpose of this study is to find out how the
role of technology in the formation of musical
preferences in rural adolescent. As for the other
purpose is to know the music preferences of rural
adolescent. This study focuses on the role of
technology in the consumption of music in rural
adolescent. Another aspect is music distribution in
terms of how music can reach rural teens in everyday
life. The perspective used is the phenomenology of
Don Ihde's instrumentation which views technology
as the link between humans and the world of life and
the non-neutral nature of technology.
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2

METHODOLOGY

This research used qualitative methodology. Data
was collected using Focus Group Discussion which
was held in Science laboratory at SMA Negeri
Samigaluh, Kulon Progo, Special Region of
Yogyakarta on February, 2nd, 2017 at 10.00 WIB
until 12.15 WIB. Location was chosen based on its
rural characteristic and geographic consideration.
Rural area in Samigaluh district consist of hills and
flat land which created paddy field along border area
between Special Region of Yogyakarta and Central
Java (Purworejo regency). The location was quite far
from Yogyakarta city and it needed complicated
transportation access and much time to reach there.
There were 9 participants for Focus Group
Discussion. The FGD was done in 2 sessions. Every
session was about 60 minutes with 15 minutes break.
The Focus Group Discussion is directed at aspects of
social interaction, technology use and the choice of
music that is present in everyday life.
Music preference is about liking a particular
music when the music is heard (Sigg, 2009).
According to Furman&Duke, music preference is an
aspect of one's musical behavior that can be observed
empirically. This can be observed through verbal,
behavioral and psychological responses to a musical
stimulus (Furman&Duke, 1988:221).
The indicators for music preference were 10
music genres based on 4 factors (Sigg, 2009): (1)

Intense and aggressive, namely: rock, metal, grunge,
punk; (2) Rhythmic and motive beat, namely Hiphop, RnB and Rap; Rhythmic and Complex, namely
jazz; (3) Light and Conventional, namely Indonesian
pop, western pop, Korean pop, dangdut, campursari
(Traditional pop); (4) Energetic and motive beat,
namely EDM, reggae and Ska.
This indicator has been used for previous research
using mixed methodologies with sequential
strategies. Previous research was a comparative study
carried out on subjects of urban and rural adolescent.
This study complements previous research in relation
to the use of technology specifically in rural
adolescent.

3

RESULT

As for the research results can be seen in the
following table. Table 1 shows the participants'
responses to the music genre as an indicator of music
preference. Discussions about the music genre have
been done by connecting directly to the music works,
songs and artists who popularized it. Overall, rural
adolescent gave positive respond to almost all music
genres.

Table 1: Music Preference of Rural Adolescent.
No
1
2
3
4

Genre
Rock
Hip hop, Rap and
RnB
Jazz
Indonesian pop

5

Western pop

6

Korean pop

7

Dangdut

8

Traditional and
Traditional pop
(campursari)
EDM (DJ)
Regeae, Ska

9
10
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Song/Artist
Superman is Dead, Slank
JHF, Young lex

Respond
Like, limited for specific songs
Like, limited for specific songs

Andien, Tompi
Nike Ardila, Iklim,
Puisi/Jikustik, Raisa, Iwan
Fals
One Direction, Coldplay,
Maroon Five
SNSD, XO

Fairly like, very limited
Very like, including new or
older songs

Cinta Terlarang/Via
Valen, Lungset/Via Valen,
Kanggo Kowe/Sarah
Brillian, Nella Kharisma,
NDX A.K.A (dangduthiphop)
Didi Kempot, Wiwik
Sagita
DJ Snake, Alan Walker
Steven n Coconut Treez,
Mbah Surip

Like, has pretty much song list.
Fairly like, limited for specific
songs, not too familiar with the
detail
Very like, positive respond and
affective. Very familiar with
new song and actively
participate in dangdut local
community ‘Temon Holic’
Very like both campursari and
Javanese traditional music.
Like, limited for specific songs
Like, limited for specific songs

Note
Rural adolescent gave
positive respond to
almost all music genres
with limited song
references. Exceptional
found on Dangdut,
especially for up-to-date
songs and Javanese
language song (i.e.:
dangdut/koplo,
campursari) The most
favorites dangdut
singer/group were Via
Valen with her Popdangdut genre and NDX
A.K.A with their Hip
hop-dangdut genre. This
type of music is very
well understood by rural
teens.
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However, they have quite a number of limitations
in references. The respond can be said similar except
for the dangdut genre, especially the latest songs. The
most preferred dangdut is Javanese dangdut which
often approaches dangdut koplo or traditional
campursari. The most preferred dangdut singer is Via
Valen which they sometimes identify with East Java
dangdut style/genre (latter the media called dangdutpop). Another preferred group is NDX A.K.A with
their hiphop-dangdut style/genre. The music is very
understood and liked by rural adolescent.
Their proximity with dangdut music can be seen
from their other activities. One of the teenagers was

actively involved in the dangdut rocking (called
‘joget dangdut’) community, Temon Holic. This
community has routine activities such as practicing
dangdut rocking together and other activities. Some
of the teens argue that song lyrics are a determinant
of whether they like or not in dangdut music. One of
the teenagers argued that the rhythm of ketipung (a
kind of percussion instrument) was the reason he
liked dangdut. According to them, dangdut music is
very favored by the surrounding community who
always use it in celebration, weddings, performances,
and various events in their village.

STUDENTS OF SMA N
1 SAMIGALUH

RURAL ADOLESCENTS
TECHNOLOGY
CONSUMPTION

SMARTPHONE

DISTRIBUTION

Downloading music
Listening to music or
audio-streaming
Accessing music from
video web or videostreaming
(i.e.youtube.com)
Music output (speaker,
headset, and headphone)

Send
music
using
smartphone application
(i.e.whatsapp
messenger, blackberry
messenger, shareit)
Send
music
using
smartphone
features
such as Bluetooth, cable
data or usb connection

MUSIC

Most of respondents used smartphone
(android), some others used hand
phone with simple features which had
music player inside. Another hardware
used was laptop, notebook and tablet
that owned by few of them.

There
was
fairly
good
internet
connection
availability
from
some
providers. The limited quota
(related with their purchasing
power) would influence the
data accessed amount. Wi-fi
connection was available in
school, but the usage was
limited by rules.

Pop-dangdut, Hiphopdangdut, Koplo-dangdut,
eastern java-dangdut, etc

Figure 1: Technology role in the formation of rural adolescent music preference.

Figure 1 showed that technology in this case was
smartphone usage, had connected between teenagers
and music. This figure was based on Don Ihde’s idea
about
instrumentation
phenomenology
that
technology had non-neutral characteristic since it
could change human experience about the world.
Technology becomes autonomous, dominating
human life and dragging human being to instrumental
point of view. Ihde said that non-neutrality of
technology was happened because human authority
which used it as tool to reach specific interests or
objectives.

Based on the table 1 and figure 1 we saw that there
were various instruments which could be accessed by
rural teenagers through smartphone, a technology that
had turned into a necessity for communication device,
information source and lifestyle. The result implied
that they liked various music which was available in
global market. Nevertheless, the tendency which
leads to dangdut music revealed that there was limited
music choice within rural teenager. Based on the
description of research location, the facilities and
technology infrastructure in conventional agriculture
community was relatively low. The access to specific
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information technologies were depended on internet
connection availability and purchasing power of data
quota. In one side, technology gave permission to
wide music access, but in another side technology put
limitation to it.
In other words, on the one hand technology can
make it easier for them to find various types of music.
This can be seen from the sufficient availability of
facilities and information coverage. But on the other
hand, technology actually limits the music they hear.
This can be seen in their purchasing power which
tends to be limited. Access to information requires the
availability of data quotas that have relatively high
economic value.
This is in accordance with the nature of the nonneutrality of the technology that Don Ihde has put
forward. This also shows that technology also
determines their music preferences. Technology with
all devices, features, and forms play a role in the
formation of rural adolescent musical preferences.

4

DISCUSSION

The result pointed that music preference of rural
teenagers was formed by ‘not to refuse’ and ‘open’
attitudes toward various music genres and its updates.
Unfortunately, the openness did not mean that they
autonomously understood about the music
genres. This indicated through their reaction when
they responded to other music genres beside
dangdut. They seemed like understand the music but
failed in giving details and inconsistent with the
description. Different attitude was found when they
talked about dangdut. It seemed that the respondents
felt familiar enough with the music and its detail. This
can be observed too from their way in describing the
music and from other respond.
Openness had become culture aspect of rural
society characteristics. They would not block the
recent information and technologies. They even felt
uncomfortable and hesitate if they did not know
another world outside their environment. In short,
they would keep their curiosity about everything
which beyond their thought. Pop or jazz show might
not be performed as often as dangdut show at rural
area because of geographic and environment
limitation, but information media could help them to
access or at least recognize the music update.
Weintraub (2010) in his research conducted in
several region of Indonesia explained that dangdut
was a discursive practice that used politically,
socially and culturally during Indonesian history.
According to him, Dangdut as folk music was a part
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of the grand narratives that has been formed in line
with history both culturally and politically. By
holding on the narration, music preference of rural
teenager could be recognized through data that shown
their interaction within the society. Previous study
also noted that student from rural area had limited
school activity; meanwhile student from urban area
usually had lesser interaction with the society as they
spent more time at school (de Fretes, 2017). Urban
teenagers got used with school activities from
morning to afternoon, even until late evening. Urban
teenagers were also preoccupied with non-formal
education agendas, such as courses and cram school
while rural teenagers only had school activities during
their school time.

5

CONCLUSIONS

Technology mediated rural adolescent to music.
Technology was used for accessing, distributing, and
listening music through technological devices,
especially smartphone. Rural adolescent did not
reject various music genres that globally evolved in
music industry, but the most favourite music was
dangdut and its sub-genres. Technology had
constructed music preference of rural adolescent. But
in another hand, technology also limited their access
to music distribution.
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Abstract:

Research on the application of MIDI technology as the accompanying music media illustrates that MIDI
technology is essential in helping music practice, in this article provides a case study of MIDI technology as
one of the companions in the practice of flutes. The need for accompanying musical instruments is needed for
students, especially high-level students in the process of learning musical instruments. MIDI technology is
now elementary to find in various digital musical instruments, such as keyboards and synthesizers, to make it
easier for students to get accompaniment instruments. MIDI technology can store data in the form of sound
data from acoustic instruments, so musicians can easily use it. The ability of MIDI technology that is owned
can undoubtedly be utilised in the process of learning music. MIDI technology applications are more likely
to be used as instruments or additional friends. So that MIDI applications function as accompaniment music
instruments. Through MIDI data that is easily modified or processed, MIDI can be applied in flute practice.
One form of MIDI modification is replacing the sound produced. MIDI data that causes piano sound can be
changed with other sounds, such as violins, string instruments. Besides the speed or tempo of the song, MIDI
data can be easily changed. MIDI data processing helps students to practices flute training. The method of
utilising MIDI technology as a companion instrument is carried out in the learning process of flute practice.
Utilising MIDI technology, it is concluded that students who have low practice skills quickly follow playing
the flute instrument.

1

INTRODUCTION

Technology is evidence of the development of human
activity. Technology has an impact on the pace of
human life. Also, technology is evidence that the
progress of the level of human civilisation, both
individuals and groups of people to a country.
Humans will always find solutions, completing
routine tasks. Electronics is one of the fruits of the
technology that exists. We have seen that electronics
developed rapidly after replacing mechanical
technology using electricity. After the discovery of
electric power, discoveries from the discovery of
assistive devices for human creativity emerged with
each other, such as lights to telecommunications
(Sasso, 2013).
Electronic technology is overgrowing to date,
namely computing technology. The beginning of
computing technology used a mechanical system
which later developed using an electric power system.
Through the development of energy from mechanics
to electricity, computational technology transforms

the system into digital technology. Although
electricity remains a significant driving force to date.
With the invention of computing systems with digital
technology, then through digital computer
technology, a technology with highly sophisticated
artificial intelligence has emerged. Computer
technology that has artificial intelligence or AI has a
significant impact on the activities of life and habits
of human activity (Duan, Zhang, Roe, & Towsey,
2014). MIDI is one of the results of the development
of digital computer technology.
MIDI technology emerged in the 1980s over the
anxiety of various musicians in using different
electronic music instruments manufacturers (Yelton,
2015). Musicians who will use various producers of
digital music instruments have communication
problems, so that musicians get difficulties in the
creative process of the musical. Substantial in 1985,
an agreement emerged that every producer must have
a standard of communication between digital music
instruments. The communication standard between
electronic instruments made various manufacturers,
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namely the standard of communication between
digital musical instruments. The communication
barrier between digital music instruments is called
MIDI (Valenzuela, 2015). Since the development of
the standardisation of communication between
electronic musical instruments from each
manufacturer has emerged, users of MIDI technology
will quickly take advantage of digital music
instruments. Besides that, it also has an impact on
effectiveness in musical work.
MIDI is currently widely used by musicians both
for composition and performance. MIDI stands for
Musical Instrument Digital Interface. The emergence
of MIDI technology has become an evolution from
the way musicians are creative in music. The use of
MIDI technology is now also used for the teaching
and learning process (Wahyu Widodo, 2013), both
teaching classically and practically. Utilising MIDI
technology for the teaching and learning process has
a good impact. It has also been much research that
reveals the benefits of midi technology. The role and
function of MIDI technology as instructional media
emerged in the results of the research conducted by
the author, namely in a study of the role of MIDI
technology in the practice of flute. The study shows
that MIDI technology plays a role in the teaching and
learning process of flute instrument practice. In this
case, the MIDI function is used to accompany each
flute practice. In the learning process, the practice of
the flute has an impact on students and teachers. The
effectiveness of students in understanding music
through MIDI can provide a temporary picture of the
scores that will be played. In this article, it also
presents problems that limit the use of MIDI
technology. This becomes the basis of the problems
that need to be revealed the extent of MIDI's roles and
functions and limits the discussion about the role and
function of MIDI technology as a teaching medium.
Therefore, before a more in-depth discussion of the
role and functions of MIDI as a teaching media
requires a brief understanding of MIDI technology.

2

METHODOLOGY

MIDI technology is digital technology that is using
binary codification or using numbers 0 and 1.
Codification of the binary number is the most
important part of the message or the place of
command for digital musical instruments to
communicate. The code also does not accommodate
the sound of sampling or digital audio stored, so only
binary data is arranged in such a way that contains
commands. MIDI messages that have commands will

be forwarded to electronic instruments to be able to
emit sounds like analogue instruments. The MIDI
codification sequence is arranged specially. Code
numbers 0 and 1 represent a command that is not on
and note off (Torre, Andersen, & Baldé, 2016). The
code interpreted when playing a keyboard instrument
or synthesiser by pressing the key, then a command
has been entered, and when the finger is lifted from
the key, it indicates a command stops. The MIDI
codification command is not only 0 and 1, but the
displacement of numbers 0 and 1 in a group of binary
numbers. A group of binary numbers in MIDI are
called bytes. In one byte consists of eight digits
between 0 or 1. The following is an overview of MIDI
data (Huber, 2007: 14-16).

Figure 1 MIDI Data (Source: The MIDI Manual p.14)
MIDI will feel strange and confusing in applying
for musical activities at first. Indeed, a little
knowledge of technology needs to be attached to the
joints of life, especially MIDI technology. Although
computer technology is not a foreign item, there are
still many people or art teachers who do not
understand how to apply digital computer technology.
This phenomenon also appears in using technology
that enabled the learning process of music. Not many
teachers know that MIDI technology will provide
many benefits to the learning process. Questions in
using MIDI technology applications provide author
references as part of the problem addressed in this
article. Also, the issue of utilising digital computer
technology in this case MIDI technology is included
in the author's research on the phenomenon of MIDI
utilisation used in the flute practice process at the
Music Department of the Performing Arts Faculty of
the Yogyakarta Institute of Arts in 2017-2018. In this
study revealed how the process and application of
MIDI technology to students practice the flute.
Through this research, it was revealed that MIDI
provides a significant benefit in the learning process
of flute practice. Students who will learn a piece of
music are helped by the music that will be delivered.
Also, students can learn independently with MIDI
technology using various electronic media that have
MIDI technology support. Students can use
smartphone technology to play the music that has
been converted into MIDI digital data. Also, students
can use digital musical instruments that have MIDI
technology support, such as keyboard synthesisers,
laptops, personal computers or personal computers
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(PCs) or tablets. All of these technologies are
currently very supportive of being able to use MIDI
technology. Apart from the technological capabilities
of the hardware or hardware, software or software is
also growing very rapidly and increasingly
intelligent.
MIDI will feel strange and confusing in applying
for musical activities at first. Indeed, a little
knowledge of technology needs to be attached to the
joints of life, especially MIDI technology. Although
computer technology is not a foreign item, there are
still many people or art teachers who do not
understand how to apply digital computer technology.
This phenomenon also appears in using technology
that is enabled in the learning process of music. Not
many teachers know that MIDI technology will
provide many benefits to the learning process.
Questions in using MIDI technology applications
provide author references as part of the problem
addressed in this article. Also, the issue of utilising
digital computer technology in this case MIDI
technology is included in the author's research on the
phenomenon of MIDI utilisation used in the flute
practice process at the Music Department of the
Performing Arts Faculty of the Yogyakarta Institute
of Arts in 2017-2018. In this study revealed how the
process and application of MIDI technology to
students practice the flute. Through this research, it
was revealed that MIDI provides a significant benefit
in the learning process of flute practice. Students who
will learn a piece of music are helped by the music
that will be delivered. Also, students can learn
independently with MIDI technology using various
electronic media that have MIDI technology support.
Students can use smartphone technology to play the
music that has been converted into MIDI digital data.
Also, students can use digital musical instruments
that have MIDI technology support, such as keyboard
synthesisers, laptops, personal computers or personal
computers (PCs) or tablets. All of these technologies
are currently very supportive of being able to use
MIDI technology. Apart from the technological
capabilities of the hardware or hardware, software or
software is also growing very rapidly and
increasingly intelligent.
Some applications for personal computers, such
as Sibelius Music Note, Finale, Encore, and all
computer programs based on analogue and digital
sound processing have supported MIDI technology.
Electronic music devices such as keyboard
synthesisers and Sound Modules are also supported
by MIDI technology. By the development of digital
technology, electronic devices for music are
increasingly compact or portable. Namely, a digital
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electronic music device that can be carried
everywhere and lightly. Unlike the previous musical
instrument technology. Technology that is easily
found at this time is smart technology or smart
technology. This means that with small hardware in it
there are quite complete facilities. Tablets or
smartphones have very often encountered every
human activity. So that using MIDI technology is
certainly not complicated. As explained above, MIDI
technology already exists, both in terms of hardware
and software. However, MIDI technology does not
work if the user or user does not know or use the
technology, so it cannot use the MIDI technology.
Various music education institutions have used MIDI
technology for the learning and teaching process like
Yamaha music education institutions and other nonformal music education institutions that have utilised
the technology.

2.1

Computer Music Education
Applications

Computer programs that are used to help in the
teaching and learning process are very many. Before
presenting an educational music program, of course,
need to know the music program group. Computer
programs for music can be grouping into several
groups, among others, computer music programs for
processing notations or making music arrangements,
composing music, for processing print printing
notations, namely Sibelius, Encore, Finale, Music
Score. A group of music programs for processing
sound, recording, audio editing, making musical
illustration works, namely Pro Tools, Cakewalk Pro
Audio, Cubase, Nuendo. A group of music computer
programs used for education, namely screening,
SmartMusic, and many more. Computer programs for
music made almost all using MIDI technology. Some
computer programs that are often used for music
activities are the notation writing application
program, namely Sibelius and a sound processing
program (Wahyu Widodo, 2015). The following
division in computer programs for music according to
the author through observation in various literature
and based on users in general.

Figure 2. Chart of the division of computer programs
All computer music programs are supported by MIDI
technology, so exchanging files between computer
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programs with different manufacturers is still legible.
Computer programs for music also not only
developed for a personal computer but also extended
to smartphone or smartphone technology. Various
forms and functions of music application programs
already exist. Just keep in mind that the music
application program on a smartphone is not as good
as a personal computer. The functions of music
programs are on smart telephones on average as
music players, simple sound recorders, and
straightforward information applications. The
computer programs on smartphones include: music
player groups: Music Player, MP3Player, JOOX,
SoundCloud, MIDI Player; audio processing group:
WavePad Audio Editor, SingPlay, n-Track Studio;
educational group: Guitar Offline chord, RealDrum,
RealGuitar, Tuner, Metronome, Flute, Midi Sheet
Music, MIDI Sequencer, and many more.
Reviewing MIDI technology as a teaching
medium refers to the development of computational
technology, which is currently developing very
rapidly. The learning process and the current model
are not free from the effects of computing technology.
Computational technology, which has digital
technology with a high level of intelligence is
increasingly easy to use. Through computer
technology that has high capabilities, it is very
necessary to be used for the process of learning
music, especially the practice of musical instruments
such as flutes. Current computer technology in MIDI
already exists in various electronic devices.
Electronic devices have digital computer technology
on musical instruments, such as keyboards, electric
pianos, MIDI wind instruments, and others.
MIDI technology, as part of a tool in the learning
process in both formal and informal education
institutions, is already underway like the Yamaha
educational institutions. MIDI technology, as a tool
or tool, has an impact on effectiveness in the learning
process (Reese, 2002). Also, according to Reese,
MIDI can be used for creative students to compose
music. This becomes interesting if students can learn
musical instruments, such as making musical
accompaniment according to their skills. The
reference sources for the study in using MIDI
technology refer to various literature studies such as
journals, books, literature, seminar results or research
at home and abroad. In this case, the results of studies
or research that publish about the process of music
practice. Along with the development of digital
computer culture and technology, the learning
process developed. The process of learning music
practice, which was initially based manually into a
more interactive and communicative for the learning

process. The process of learning to use computer
technology media is still a lot with the slogan learn by
doing. Learn by doing is meant that every computer
user always learns from using self-taught MIDI
computer technology. MIDI technology is
fundamental to do because learning the art of music
is not only learning in conjunctive but motoric and
effective.

2.2

Technology in Educations

Learning related to technology can indeed be
measured, among others, through performance in
terms of understanding (understanding), mastering
theory, analytical skills and problem-solving, skills in
using tools and understanding routine work
procedures, ability to research natural resources, and
communication skills (Djanali, 2005). Social science,
including music, cannot be separate from Supeno
Djanali's thoughts. Through computing technology
students who take practical lessons can more easily
understand, master and be skilled in using computer
technology to assist in the process of learning music
practice. In the New Paradigm of Higher Education in
Indonesia (2005) also shows that the learning process
must be innovative and follow the latest technological
developments, namely using the CAL (Computer
Aided Learning) system (Naiming, Shudong, Ye, &
Liming, 2009). It is intended that utilising computer
technology and software to assist the learning process
of the practice of musical instruments.
A prospective musician needs a sound source to
get a picture of the shape of musical artwork. Through
computing technology, Peter Manning in the book
Electronic and Computer Music explained that
computing technology which currently has good
artificial intelligence, it is not difficult to realise
sounds that are similar to the original (Manning,
2004). So the sound becomes the primary and
important source in this research. Through sound
sources that are digitally processed, it will make it
easier for a musician or group of musicians. The ease
shown by digital sound is explained a lot in the mind
of Peter Manning.

3

DISCUSSION

The learning model uses computer technology
through a preliminary study that starts from the
problems of each student in the learning process on
accompanying or accompanying instruments.
Companion instruments are usually called
accompaniment
instruments.
Accompaniment
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instruments are needed in various activities playing
musical instruments. However, the need for
accompaniment instruments cannot meet every
student in obtaining accompaniment instruments.
Case studies of difficulties in using accompaniment
instruments are generally used when students carry
out exam assignments in instrument practice courses.
Every student must fight to get the best piano
accompaniment instruments. Getting a good piano
player is very difficult. There are not many students
in classical piano instruments. Seeing these problems
certainly must get a solution for the needs of
accompaniment instruments. The fulfilment of
accompaniment instruments is also not only when
students carry out music practice examination
assignments, but also the need for accompanying
instruments to practice routine music practice. This
encourages an idea of how to use technology that is
currently developing very rapidly and is balanced
with artificial intelligence, namely computational
technology. The use of computational technology
makes it possible to answer the problems experienced
by students, even though MIDI technology from the
computing technology section still has weaknesses.
MIDI technology is a system in computer
technology that has the ability as a communication
channel between digital electronic instruments that
currently exist in various electronic musical
instruments (Loy, 1985). Using MIDI technology will
undoubtedly provide a solution to the problems that
arise. MIDI technology can be processed into a
companion instrument so that every music player can
take advantage of the practice of the instrument to the
show. This is shown from the writings of Yoemun
Yun and Si-Ho Cha in a Designing Journal Virtual
Instruments for Computer Music. MIDI has a
fundamental principle that is universal and easy to
develop so that a composer and music player can be
helped in the process of creativity in creating music
(Yun & Cha, 2013: 172).
Utilising and applying MIDI technology in the
music teaching process will certainly be complicated.
This happens if we do not know MIDI technology yet.
Studying technology is certainly the most thing and
rarely pays attention to reading manuals or manuals.
A phenomenon occurs when studying technology
usually applies legal trial and error learning. This
method often occurs and is done by every user of
computing technology today. Behaviour encountered
by the author in using smart technology, one of which
uses computer programs such as laptops, tablets and
smartphones. The use of technology by trial and error
is also not wrong, but it would be better if using MIDI
technology a little to understand the basic concepts of
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MIDI technology. To find out the basic concepts of
MIDI has also been briefly presented in the
introduction to this article. The process of chasing in
making musical arrangements using application
programs or software in articles written by the author
shows that MIDI serves as a teaching media and
provides an illustration that MIDI can be used for
teaching media (Wahyu Widodo, 2015). The
connection of MIDI technology with computer
application software programs has been integrated
into it.
The realisation of the role of MIDI and its
function in utilising MIDI technology is supported by
data from studies conducted by the author relating to
the teaching process of the practice of flute
instruments. Refusing from the teaching process, the
practice of music found various problems in
providing teaching materials in music practice,
especially flute training. The most emerging problem
is the instrument that accompanies it in each exercise.
To get a complete musical accompaniment is not
easy. Music material is needed by players who have
higher skills than the instruments that will be
accompanied. Departing the problem of assistance in
the process of teaching music practice requires a
solution that can help in activities. Data that can be
taken using MIDI technology for learning media,
namely students who take lectures on the practice of
flute instruments consisting of several students by
presenting musical works that vary according to the
level of ability of students. The data obtained is to use
student responses at the end of the teaching process
before and after using MIDI technology (Wahyu
Widodo, 2017).
MIDI technology is a digital technology that is
currently easy to find. Since the development of
digital technology has grown rapidly, almost all MIDI
technologies are embedded in electronic media.
Today's electronic media is not only on keyboard
instruments but also on many other instruments, such
as wind instruments, guitars, pianos, computers,
smartphones, and much more. MIDI technology that
is easily found in the educational environment, it will
be very supportive in the teaching process.
The teaching process using electronic media that
has MIDI technology requires stages. These stages
will be constructive in music practice activities.
Every music practice certainly requires planning
activities to practice flute music, such as teaching
materials. Using MIDI technology in the learning
process of flute instrument practice becomes a tool
for instructors and trainees to be able to understand
the material of the music to be learned. Through this
technology, it also raises quite a large number of class
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actions that have been done manually, which are then
carried out interactively. This can be shown in an
article by Petri Toiviainen, which states that MIDI
technology provides a positive reputation for
education (Toiviainen, 1998). This opinion also
supports the research of MIDI functions in the flute
practice teaching process.
MIDI is a technology that changes the activity of
music art. Music activities that allow from music
activity manually. Of course MIDI technology also
still has disadvantages. A composer or songwriter has
yet to get a vote from work made manually, but
through MIDI technology a composer can answer the
problem. The form of sound that can be heard is from
one of the advantages of MIDI technology. Through
MIDI technology that can carry messages on
electronic devices to transmit stored sound and
control electronic music instruments. MIDI is silent,
but only messages are instructed from users to
electronic instruments, then electronic instruments
display messages. The sound contained in electronic
instruments is audio recording converted to digital
audio. Analog sound that is converted into digital
sound becomes the primary medium for music
activity. The advantages of digital sound are sounds
that can be processed in such a way as the user
desires. Digital noise carried out through instructions
from MIDI messages is very small audio files
capacity, so MIDI data has a small capacity. Besides
that, MIDI also has several channels that function as
sound lines that are located. MIDI consists of 16
channels consisting of 15 channels for melodic digital
sound and channel number 10 used for percussion
sounds. Also, MIDI has data control facilities, such as
volume, Pan, Velocity, and others.
The results of MIDI data provide excellent
benefits to help those in the music field. This is also
used in MIDI as a teaching medium. Through the
research conducted by the author, the role of MIDI
technology in the process of practising flute music is
very supportive in discussing the role and function of
MIDI as a teaching medium. Students who take part
in the research also give a good response, which
utilises MIDI technology is very helpful in the
process of practising musical instruments. Another
benefit of MIDI technology as instrumental
accompaniment is that students can control the level
of difficulty of the work to be played. The level of
difficulty in a musical instrument is usually referred
to as a class. Music works that are converted in the
form of digital data can be easily controlled, that is by
adjusting the speed or level of the metronome. This
metronome is also a function of MIDI technology.
When associated with teaching media, an instructor

will be assisted in supervising and guiding students to
play music. Tempo can be arranged easily without
significant difficulties. A teacher only needs
supporting electronic media such as personal
computers, laptops, or smartphones, and active
speakers. Also, the MIDI function is a medium to
accompany musical instrument practices. MIDI
technology that is a partner in the practice of playing
musical instruments is already quite widely used —
non-formal schools such as Yamaha, Suzuki, and
other music education institutions. The MIDI
function as a teaching medium and acts as a
companion in the teaching and learning process has
also been carried out by the author in the teaching
process to date. Besides MIDI technology plays a role
in the learning process of the practice of musical
instruments, which are used in the learning process of
teaching music theory, solfeggio, making
arrangements or composition, and other musical
activities. Utilisation in MIDI technology provides a
solution or helps in a variety of musical activities;
therefore, MIDI has a role and function that is good
when used as a medium of teaching.

4

CONCLUSIONS

MIDI has small data but has sophisticated
capabilities. MIDI does not only function to exchange
data between electronic musical instruments, but the
role of MIDI is very supportive in music activities.
Music activities cannot only accompany, but MIDI
can also function as a teaching medium. MIDI
capabilities that can be processed in such a way as
voice data so that instructors will easily use this
technology. Then adjusting the speed of sound of a
piece of music using MIDI technology provides a
significant role for the flexibility of the user to
function as a medium of teaching. MIDI technology
can also bring up music data in the form of written
notation so that if used for teaching and learning the
making of compositions or musical arrangements is
very supportive. MIDI data can be opened using a
program to write notations. Through the above
explanation as a whole, MIDI technology is very
useful if it is used for the teaching and learning
process both at the elementary level to the college
level. The suggestion in this article is that
increasingly sophisticated technology now needs to
function positively to support teaching and learning
activities, such as utilising MIDI technology in the
learning process. It takes the role of educational
institutions to support every teacher using MIDI
technology to be very important.
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Abstract:

The Edot educational Robot is a robot for early childhood, which can be played by children from the age of
5 years. Learning with technology media including robots will help children actively engage in learning.
Learning for children will be more interesting if they learn while playing. Technology will grow rapidly in
the future, therefore it is necessary to prepare a generation that is able to keep up with technological
developments. The introduction of technology needs to be started since early childhood. One of the media is
an educational robot. This educational robot was developed to help children in the following matters: 1.
Explain abstract concepts about STEM (Science, Technology, and Mathematics) and logic 2. Teach the
ability to understand the spatial scope of space. This educational robot named Edot is expected to children
learn about how to "program" in a simple way that is learning to plan direction from one place to the
destination by arranging the direction block card. By planning directions, children learn how to compile
orders for Edot who will "read" the commands and carry out according to the instructions that have been
prepared. Besides learning to program, Edot can be used to train cooperation skill for children when playing
together. Learn to know the environment, learn to sharpen and practice logic thinking.

1

INTRODUCTION

Robots are technologies that are increasingly
developing in an increasingly broad scope, not only
in industry but also in the scope of everyday life.
Educational robots are media to help tp learn with
certain specifications embedded in their learning
goals. Educational robots are as a medium of
exploration for learning through experience.
Experience will be easier to remember, understand
and then it will be easier to develop in accordance
with the level of learning education.
Through learning experiences that are happily
obtained, the children will be actively involved so that
teachers, mentors, and parents play a role as
facilitators and study companions. Therefore this
educational robot is designed to be treated as a
learning medium through play.
Playing is a learning method while gaining
experience. Games performed in a group can teach
various aspects of daily life. By playing, eating
experiences related to the social, cultural, economic
and physical or natural environment will develop.
The development of these relations will improve

language skills, thinking, behaving, associating and
working. When playing children - children will focus
their attention, feeling and thinking to play to the
nature and shape of the game. (Khohir, December
2009)
Basically, an educational robot is designed to
convey learning that is determined according to the
needs and age of the child. In this Edot robot learning
is designed to be carried out by early childhood, such
as Kindergarten and Playgroup so that there are
certain requirements related to the design standards of
playground equipment related to technology and
standard to security.
In addition, designer must consider the basic rules
set in safety standards; in applying standards on toy
safety, safety signs or graphic symbols for age
warning labels, standards for robots and robotic
systems, and electric toy security, mechanical safety
features and physical, flammable requirements,
specifications for the transfer of certain elements,
experimental sets for chemistry and related activities
and chemical toys in addition to experimental games.
(Mouroutsos, 2012)
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The robot design for learning media is adjusted to
the development needs of children in kindergarten
and Playgroup ages, ranging in age from 4-5 years.
Therefore needs media to develop the ability of
children aged 4-5 years according to the Directorate
of Early Childhood Education (2002) is as follows
paying attention to nine children's learning abilities,
such as: 1) linguistic intelligence; 2) logicmathematical
intelligence;
3)
visual-spatial
intelligence; 4) musical intelligence; 5) kinesthetic
intelligence; 6) naturalist intelligence; 7)
interpersonal
intelligence;
8)
intra-personal
intelligence,and ; 9) spiritual intelligence.
Learning using this educational robot aims to help
children learn about simple logic programming,
mathematical logic, and spatial visual logic. In
addition to the cognitive aspects, children by playing
will train their psikomotor skills when arranging
objects or installing parts of a robot. The game using
educational robots is carried out in groups so that
children practice how to socialize, train their
emotional intelligence and social intelligence. They
must work together, discuss together, and help each
other to solve problems.

edot robots. Simple programming logic is done using
a method of reading towards a simple symbol of
direction. The problem with spatial understanding is
given with a pictorial map media that shows the origin
of the object and the final destination of the object.
Learning to use robots will help understand
abstract concepts of mathematical logic and spatial
logic. This educational robot is a teaching medium for
teachers and parents so that children are not only
listeners but actors. Educational robots are also an
introduction to children's knowledge about
technology. Children will be actively involved in
problem-solving and learning ideas from computer
science, and robotics, including the basic concepts of
computational thinking.
Robots are the introduction to the concepts of
Science, Technology, Engineering, and Math
(STEM) for early childhood. Referring to learning
standards it is necessary for early childhood to
recognize new technologies so that they should
integrate technology into the early childhood
education curriculum.

3
2

SPATIAL VISUAL MAPPING
LOGIC

Learn about visual and spatial sensitivity in children,
especially since an early age because this intelligence
is needed when children begin to recognize their
environment. Visual and spatial intelligence is the
ability to view space. With this ability, the child will
have a perception of objects that can be seen by the
five senses. These capabilities include understanding
objects, colors, and space and transforming objects
seen in other forms, such as sketches, paintings, and
views of geometric space. The ability to perceive
geometrically is one of mathematical-logical
intelligence. The ability to understand geometric is
needed when working with measurements, mapping
and imagining space in three dimensions. Whereas
according to Piaget & Inhelder: Yilmaz, 2009
((Alimuddin, 2018) Spatial ability is the ability to
understand abstract concepts that include the
relationship of understanding the position of objects
to space, determining the reference position of objects
in space, the ability to see objects from various
angles, the ability to estimate distances, and imagine
the movement of objects in space.
The learning aapproachment is giving problemsolving tasks to spatial visual logic with games using
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COMMUNITY RESPONSE

Surveys conducted to find out responses about the use
of robots for children's learning media can be grouped
as attributes specified in the robot.
Table 1: Educational Robot Attribute Ideas from the
community.
No.
1

Attribute
construction

2

Command
button

3

Battery

4

Program

5

Size

Description
motors, batteries, frames and
boards can be assembled for
children of the child / Robot
can be assembled
Assembling parts must be safe
/ Form not sharp angles
there is an on-off button on the
robot
in the "programming box"
there is a run button to send
the program to the robot
Batteries
are
easy
to
find/replace
the battery can be charged
the robot can detect when in
the finish box (there is a finish
indicator box
the program consists of
forward, right turn, left turn,
sub-program, active magnet,
and inactive magnet
robot size length = 10 cm
width = 10 cm
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4

6

form

7

sound

8

accessories

9

Additional

12x12cm robot track size grid
interesting form
interesting track shape
ruled by voice
additional sound according to
the direction
additional songs if the robot
successfully orders
the robot has a sound indicator
led lights as a robot face
A camera on a robot
the robot body is given a light
The arrow is lit.
The Color on a robot
robots can do matches, soccer
Need to add challenges
Need English
Robot mobility is more
flexible

STANDARD REGULATIONS
REGARDING EDUCATIONAL
ROBOTS

Designing tools and toys that use technological
elements, which is using motion or Mechanicsm,
using electrical resources as a driver and using
computer technology related to interfaces and
program systems have their own regulatory standards.
From the list of rules below are selected from the
standard regulations in Chiasson and Gutwin (HCITR-2005-02) which are in accordance with the
educational robot designed. These regulations include
this following belows: The interface must be very
visual, avoid text as much as possible and reduce
cognitive load. 2. Special content metaphors are
useful in helping children navigate the interface. 3.
Instructions must be presented in an age-appropriate
format. 4. Instructions must be easy to understand and
remember. 5. Children are impatient and need
immediate feedback indicating that their actions have
an effect; otherwise they will repeat the action until
some results are felt. 6. The interface must provide
structure tools and guidelines to help children
remember how to do tasks. 7. Activities must allow
expanding complexity and must support children
when their skills increase from one level to the next
in the use of products. 8. Icons must be visually
meaningful for children. 9. Rollover audio,
animation, or lights must be used to show where to
find functionality. 10. The interface must provide an
indication of the current system condition, whether it
is busy processing or waiting for input from the user

11. The interface must track and display children's
environmental exploration if it is important for them
to remember where they were before. 12. The
interface needs to consider the fact that children may
not understand abstract concepts. 13. Interfaces may
not use extensive menus and sub-menus because
children may not have the ability to categorize or have
the knowledge of the content needed to navigate
efficiently. 14. Children are familiar with direct
manipulation interfaces, their actions must map
directly to actions on the screen. If other styles are
used, estimate that most users will need training and
that some will not be able to understand how this
interaction works. 15. Make interactions as simple as
possible. 16. Make all buttons have the same function.
17. Items must be large enough and within each other
to compensate for some inaccuracies in targeting. 18.
Children like a real interface because they like being
able to physically touch and manipulate devices. 19.
Direct manipulation allows children to explore and
actively participate in the process of discovery. 20.
Physical teaching aids and having large input devices
encourage collaboration. 21. Small changes in design
can produce very different physical interactions.
Different interfaces emphasize different actions. 22.
Technology must give children the ability to define
their experiences and control interactions .23.
Providing entertainment keeps children engaged and
motivated during the learning assignment. 24.
Activities must be interesting and challenging so
children want to do it for themselves
25. A supportive gift structure that considers the level
of child development and the context of use helps
children stay involved. 26. Technology for children
must facilitate social interaction between children.
27. Technology for children must explain children's
beliefs about computers and interact in a socially
consistent manner. 28. Give children each their own
tools when collaborating to encourage participation
and cooperation. This also leads to greater user
satisfaction.

5

REVIEW OF EXISTING
EDUCATIONAL ROBOTS

Robots have been used as learning media for children
and many are available in the market. The robot is
used as a reference to review the workings and
purpose of learning as a reference for designing this
educational robot.
The design and system references used by several
types of robots as written in table 2, concluded as the
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easiest system to be created, ease to used by children,
is the RFID card reading system. The RFID reader is
simpler because of direct reading so that after the
robot reads the received signal it will turn on the
motor driver to actuate the robot to moves. This easy
system will be easy for children to understand
because the immediatly reaction after reading the
code on the card will immediately seen the difference.
Instructions for directing and operating the robot are
simpler. With easy instructions and operations,
children can play by them selves.

6

DESIGN METHOD

The design method uses a morphological chart
method by applying a combination of components
using morphological maps. Alternative choices are
selected based on the criteria used as specifications
for the educational robot. Before making a
morphological chart, the components that will be part
of the robot are determined so that the robot can be
assessed and in accordance with the specifications of
the educational robot needed. Therefore needs will be
determined as a criterion for their specifications.
Determination
of
specifications
through
identification of educational robot needs.

6.1

Identification of Needs

The need for educational robots in accordance with
the target users, namely early childhood based on the
results of interviews selected according to the ease
and technical feasibility of the implementation,
requires the main things as follows.
Table 2: Educational Robot Specifications.
No.
1
2
3
4

Spesifikasi
Simple, attractive shapes and colors
Easy to operate
Give
target
learning
about
programming logic
Give target learning about spatial
logic
Has an interactive element
Can be done in groups
Can be developed for other learning
Safe to play
Easy to install and install
Affordable prices

5
6
7
8
9
10
Note :
W = Wish
D = Demand
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Kriteria
W
D
D
D
W
W
W
D
W
D

6.2

Technical Specifications

From the reference review of existing educational
robots, the use of separate program boards with robots
requires complex technicalities. Relationships or
connectivity between program boards and robots are
needed Wi-Fi or Bluetooth. The program board is the
sender/transmitter while the robot is the receiver. In
the Bee and Mouse robot the program system is easy,
but the program results cannot be seen, because it is
based on the number of presses on a particular
direction button. With the ability of robots to
remember, a large enough dimension is needed. In
kubo robots, the system of readings and reminders is
a complex system. Running steps must also be two
steps.
With consideration of convenience, simplicity
and affordable prices, the selection of RFID systems
was chosen to make this educational robot. Reading
using RFID is a simple and relatively cheaper
mechanism. With a simple system it will be easy to
make, and still allows for further development

6.2.1 Technical Design
The technical design takes precedence so that the
suitability of the system that will be applied to this
educational robot can function and execute orders
according to the concept of an educational robot that
uses RFID control. The complexity of robots is
mainly only in the placement of its components. With
consideration of PCB layout, component size, and
interface between components, it will help determine
the shape of the casing or the appearance of the robot.
Power supply / power supply. A 5V DC power
supply is supplied to a system that is converted from
a 230V power supply. First, the step down
transformer will be used here to convert the 230V AC
to 12V AC. The microcontroller will only support DC
supply, so the AC supply will be converted to DC
using a rectifier. The output of the rectifier will have
a wave so the 2200 uF capacitor is used to filter the
wave.
The output of the filter is given to the voltage
regulator 7805 which will convert 12V DC to 5V DC.
The output of the regulator will be filtered using
1000uf capacitors, so that pure DC 5V gets as the
output of the power supply unit. The microcontoler
used is the Arduino Nano microcontroller.
Microcontroller. The microcontroller is a device
that can process analog and digital signals (Budiarso
& Prihandono, 2015). In this design, the
microcontroller used is Arduino Nano. This
microcontroller is used to read RFID tags through an
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RFID card. The results of reading the identity in the
RFID tag will be processed by the microcontroller.
The results of processing these signals will determine
the movement of EDOT according to the program
that has been written in the microcontroller. Arduino
Nano was chosen because it has small dimensions
when compared to Arduino UNO but has
specifications similar to Arduino UNO.

Figure 1: Arduino UNO dan NANO.

Sensor Unit. The sensor used in the robt EDOT is
an RC522 RFID reader sensor. Radio Frequency
Identification (RFID) is a technology used to detect
objects by utilizing radio frequencies used to emulate
modulated electro-magnetic waves (Hamdani, 2014).
These waves will be emitted by the reader (RFID
Sensor RC522) which will activate RFID tags that
have been filled with a certain identity. This identity
will be read by RFID sensors wirelessly without
being affected by existing environmental conditions
such as light or barrier objects. The workings or
readings of the sensors are illustrated in the figure
below.

Figure 4: Tag RFID structure

Motor Driver. Motor driver is a device or
electronic component used to control a DC motor.
The parameters that are controlled are the direction of
rotation and the speed of the motor. The driver motor
used is the L298N type. An L298N can be used to
control 2 DC motors at once. This type of driver is
able to drive a DC motor with a maximum voltage of
40 V DC and 2A current on each channel (Adriansyah
& Hidyatama, 2013). The L298N driver scheme is as
shown in the image below.

Figure 5: L298N motor driver

6.2.2 Electrical Scheme
The electrical scheme uses a chart as shown in the image
below.
Figure 2: Sensor Reader RFID RC522

Figure 3: Read method of tag RFID by RFID Sensor

Tag RFID. The RFID tag is a device consisting of
electronic circuits in the form of a microchip and an
antenna that is integrated with the circuit as shown in
the figure below. Memory on the RFID Tag makes
this tool capable of storing data in the form of a
unique identity (Rerungan, Nugraha, & Anshori,
2014). There are two types of RFID tags based on
their identity data, Read Only and re-Writeable. In
general, RFID tags have a unique identity for certain
needs.

Figure 6: EDOT Electrical Scheme

6.2.3 Layout Analysis Series
Electrical schemes are then arranged with an efficient
layout so that the robot dimensions meet the desired
size standards. The pattern of compiling electrical
components not only pays attention to the location
efficiency of functions, but also from security. Lay
out for edot robots has four layers, namely sensors,
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drive systems, control systems, voltage sources
(power supply).

4.Sound

5.Color

.
Figure 7: Lay-out Sistem EDOT

6.2.4 Mechanism
The way the robot is designed is as follows when an
RFID reader sensor receives identity coding, a
program that has been inserted in Arduino as its
microcontroller will trigger the motor drive as an
actuator to move the motor on both wheels. This
microcontroller will adjust the speed of motion of the
right and left wheels, according to the coding identity
that they read.

6.3

Morfological Chart

Morfological chart or referred to as a morphological
map, is a table to make it easier for designers to get
alternative concepts of educational robots that are
sorted according to the division of components. The
sorting is based on existing robot references as a
reference. The combination of several components
into one educational robot unit that fits the criteria in
the specification, or has the expected attributes.

6.3.1 Morphological Map
This morphological chart is arranged by division
according to the following attributes: Forms,
additional working mechanisms, accessories and
technical.
Table 3: Educational Robot Specifications.
Component

Alternative A

Alternative B

Alternative C

1. Shape

2.Mechanis
m (RFID)

Assecories
3.Lampu
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Alternative D
Arrange the
program or path
directions

Alternative G
LED on when
running

Alternative E
The map has been
determined, the
arrangement of
directions has been
determined, just
choose the start
position and then
run it
Alternative H
the flashing light
blinks for the eyes

Alternative F
Arrange the path
into the map
then run it

Alternative I
LED switch on
while run and
Off when
stopped

Adding
Technics
6.Assemblin
g
7.Product
Properties

Alternative J
Alternative K
Alternative L
Sound
active the sound active if Sound active
the task is complete when strat and
when running
off when
stopped
Alternative M
Alternative N
Alternative O
Casing color is Color combined for Color can be
neutral for robot the robot body and customized
top
Alternative P
Alternative Q
Alternative R
Knock Down
Alternative S
Path directions
on cards
Map with
specific theme

Only certain part Built in except
can be knock down the batteries
Alternative T
Alternative U
Path direction card
include a casing in
puzzles shape
Included symbol
thing example:
house model,
signange, flags, etc

Direction Path
have sticky
stickers
Equipped with
instructions for
developing the
goal as needed

6.3.2 Morphological Map
Alternative design is a combination of possibilities on
the morphological map above. The selected
combination has the following criteria. 1. The shape
of a square box with the ease of unloading only on the
battery. 2. The color of the robot at the top can be
replaced. 3. Robots are operated directly on the cards
that have been arranged. 4. The light as an indicator
lights up, on the front as the eye. 5. The sound
indicates the command is complete. 6. Equipped with
an RFID card equipped with a card case. 7. Equipped
with instruction instructions for development as
needed.
Table 4: Educational Robot Specifications.
atribut
1
2
3
4
5
6
7

pilihan
A
D
G
J
M
P
S

pilihan
B
E
H
K
N
Q
T

pilihan
C
F
I
L
O
R
U

So the combination obtained is 1B, 2F, 3G, 4K, 5N,
6R, 7T. Robot sketches are drawn and selected and
then drawn using SOLIDWORKS software, with
adjustments to ease of drawing and ease of printing
3dimensions using 3D printer.
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DC motors are used by
two each - to move the
left and right wheels

RFID
readers
are
placed under Edot so
they can read the
magnetic frequencies
emitted by RFID cards
The
icrocontroller
layout is placed as
efficiently as possible
using restricted space,
as the second layer

Figure 8: Robot Edot drawing (left) and Prototype (right)

6.3.3 Selections of Alternative Edot Robots
Are Selected
Edot robots are designed with sizes 10 x 7 x 12 cm
the size is a size that children can still hold easily.
Robot weight approximately 250 grams. The material
which used is PLA plastic. The top of the robot as a
battery cover can be removed while the components
and microcontroller are bolted so that it cannot be
dismantled by children without the help of adults. The
robber is attempted not to have sharp angles so as not
to injure the children. The battery can be removed and
recharged.
RFID cards are equipped with casing and have
been identified with the identity of the direction to be
used. In this case the Edot Robot was tested for
learning program logic and spatial logic. The two
learning targets are agreed to try by arranging the
direction from the place of origin to a certain
destination that the children want. The completeness
of this robot is a map that can be arranged as needed.

The battery is placed as
the third layer, with the
battery housing. In this
section Edot's head
cover can be removed
and reinstalled to
facilitate battery
replacement
The back of the Robot
has an ON-OFF button,
which turns on the
power supply and turns
on the LED light as a
robot's eye.

6.4

Evaluate the Results of the Trial

The edot robot prototype test was conducted at
Ananda Mentari Kindergarten/Playgroup at Condong
Catur, Sleman. Game trials are carried out by children
aged 4-5 years.
Figure 9: Edot reads RFID Tags
Table 5: Edot Robot Components.
Component

Description
RFID card with the
specified direction code
identity, equipped with
a direction symbol
using a sticker on the
card. The card has a
puzzle shaped casing
An RFID card with
a Stop code identity as
an order stop, equipped
with a red circle symbol
using a sticker on the
card. The card has a
puzzle shaped casing.

Figure 10: Uji coba prototype Edot di TK Ananda Mentari

Trials are carried out as observations and answers
to questions about things as follows: 1. Can the Edot
robot be operated independently by children? 2. Can
the robot be operational as expected? 3. Are there
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errors? 4. Is there an idea of the possibility of
Development of the Edot Robot? 5. What is the
interaction of children with the Edot robot? 6. In
addition to answering a number of questions related
to the specifications of the educational robot
needed,as following belows: a) Simple, attractive
shapes and colors, b) Easy to operate, c) Give target
learning about programming logic, d) Give target
learning about spatial logic, e) Has an interactive
element, f) Can be done in groups, g) Can be
developed for other learning, h) Safe to play, i) Easy
to install, j) Affordable prices,
During the trial, children were gathered in a free
classroom, 12 children were grouped into 2 groups
who took turns playing the robot. Each prefix plays,
the instructions for playing are briefly explained and
demonstrated. During the game carried out by
children, observations were made while at the same
time capturing the responses of children and
accompanying teachers through direct interviews.
From the trial found a number of things as follows: 1.
Preparation of programs to arrange direction signs
can be done easily by children. 2. If done on the floor,
the enclosed card causes delay in reading the RFID
card, so that the Edot robot does not run smoothly. 3.
The use of DC geared motors has a character that is
not linear in its speed regulation so that the
adjustment of the position of the wheel needs to be
done delay settings through several trials. This delay
also causes children to be impatient and choose to
press the button repeatedly or push the robot forward.
4. With the position of the DC motor the "front"
direction should be reversed, because it turns out that
the position of the motor pushes the robot forward, so
that the placement of the lit eyes should be reversed
with the position of the ON/Off button. 5. The use of
maps is not very important, because it can be played
on a wide floor, by determining the place of origin
with the purpose added to another card. 6.
Development proposals to be developed for other
learning, such as counting and language. 7. For
robotic casings can be sold separately so that color
combinations can be arranged by children, better if
you use unique characters / animals. 8. For relatively
affordable prices because the technology used is quite
simple.

7

CONCLUSIONS

Learn with an interactive Edot robot for children
could be the alternative to involve children learning
something new. Children can be involved in groups
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to learn to work in teams. Easy operations make
children interested in exploring as many possibilities
as possible. Obstacles in the form of errors due to
delays make children less patient so they tend to push
the robot forward first. For the drive motor, it will be
replaced with a DC geared motor with a lower
rotation so that the resulting torque is greater and
easier to control. The use of jumper cables is still not
so neat so that in the future PCB will be used so that
jumper cables are no longer needed, so it will be more
sturdy, neat and safe. The mass replication of Edot
robots is likely to be able to reduce prices for one Edot
Robot unit. Furthermore, for the possibility of
development can be done using the same system that
is using RFID readings, but developed for different
learning concepts.
Thus the development potential and potential of
early childhood learning using educational robots is
very good, it is necessary to develop the ability of
educational robots for different types of learning so
that it will be more interesting for children.
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Abstract:

"Chinese"-ness identity is always problematic in Indonesian society which makes it an interesting
theme in film production, especially in indie film. The success in addressing this theme will determine
the position of Chinese society in Indonesia because the function of a movies is to influence their
audience. Therefore, social constructivism can be used as the approach to see the social agent practice
in determining his own values through a movie production. A movie production needs related
intellectual aspect, institutional authority, and creative design. In creative design, the agent position is
explained through theme and problems. The usage of language cannot be separated in addressing the
theme and problems. Language will bring up the signifier to represent subjective ideas and thoughts in
subconscious region about possible social facts of the "Chinese"-ness. In post New Order era, the agent
chooses indie movie stream which is idealistic, free, and independent. The agent brings the ideas and
thoughts from the subconscious region into the conscious region to create the new understanding about
"Chinese"-ness in his creative work to encourage sympathy and provoke the emotion of the audience.
This is used as the strategy to change the perspective of the society about "Chinese"-ness so that the
cultural product of "Chinese"-ness will rise.

1

INTRODUCTION

"Chinese"-ness is a problem in Indonesia since the
colonial era till now. The position of Chinese society
was rendered ambiguous as the part of segregation
political strategy by the colonial government to
strengthen its power and weaken the position of
indigenous and Chinese society. Devide et impera
politics by the colonial government positioned
Chinese as the tax collector for the indigenous people.
This role created the perception among indigenous
people that the Chinese people supported the colonial
power. On the other hand, the colonial government
actually used Chinese people for its power interest
and did not support the Chinese communities
themselves. It could be seen in the high tax imposed
to the Chinese so that the Chinese themselves tried to
escape from the symbolic characteristic as Chinese by
doing camouflage to evade the high tax burden.
Nevertheless, the colonial government tried to
prevent that by imposing wijkenstelsel regulation so
that the Chinese had to live in a ghetto, separated from
the indigenous people, now known as Chinatown
(Kustedja, 2012; Rokhani, Salam, & Rochani-Adi,

2016). This rule made it easier for the colonial
government to monitor the Chinese society
movement in case of a brewing rebellion, so that it
could be suppressed immediately. The positioning
and perception construction in indigenous people
built during the colonial era against the Chinese was
carried on to Indonesia's independent era, Old Order,
New Order, which positioned the Chinese as the
others.
The construct that positioned Chinese as the
others was enforced during New Order regime
through systematic regulations. Many regulations and
government polices limited the movement of Chinese
society in Indonesia. Not just being limited, the
existence of Chinese society seemed to be diluted
wholly in Indonesian society; one of them is the
Presidential Decree No.127/U/Kep/12/1966 about the
changing of Chinese names into so-called
Indonesianized name for all of Chinese descents.
Repressive rules have become parts of Chinese
Indonesian trajectory in positioning their society.
These experiences were remembered in the Chinese
agent and showed up as the inspiration for his works;
one of them is this independently produced movie.
One of the indie film to reveal such repressive
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situation is Sugiharti Halim. This movie expresses the
insecurity of the character Sugiharti Salim about the
name given by her parent. Sugiharti Halim felt that
the name is not representative for herself as a Chinese
because her so-called Indonesianized name does not
show any "Chinese"-ness characteristic. In this case,
the symbolic signifier through legal identity confirms
the Indonesian identity for the Chinese community
and is imposed by regulation.
Regarding the representation of certain ethnic
identity, the social practice related to the signifiers
representing those criteria as the mental object
representative, as perception and appreciation,
cognition and recognition, which are raised by the
agent based on interest and prejudice. In the movie
production, those representations showed up in the
usage of language. The language in this case becomes
a power to dismantle and build society's perception.
Therefore, language cannot be separated from the
cultural context through social facts. It shows that
there is a relation between power and language
through social condition production and its receiving
process. Thus, the participation of its speakers, social
authority figures and audience as the receiver become
one process in which the relation between power and
cultural production involves language as the medium
of choice.
Cultural production in society through language
leads to social constructivism. Social constructivism
assumes that human in its social interaction
contributes in the world construction through the act
of cultural practice. Therefore, the understanding
about society's cultural production through historical
and social perspective becomes an important issue to
be studied (Creswell, 2012; Rokhani, 2017; Rokhani,
Salam, & Rochani-adi, 2015; Rokhani et al., 2016).
Thus, the activity production method is used to see
the cultural practice from each agent as the producer
and reproducer who construct objective meaning in
each production activity. Essentially, each activity
from practice related to the cultural production
indirectly produces greater meaning than realized.
Hence, the meaning from each cultural production
does not have a single meaning (Jenkins, 2006;
Rokhani, 2017).

2

THE STRATEGY TO ADDRESS
THE THEME

The strategy in production work becomes an effective
way to show the domination and power in reality. In
building a dominant creative work, we need a

network which connects the intellectuals, institutional
authorities, and creative design of the product itself.
The ability to build this network also becomes the part
of the agent's power in the field. The power of the
agent can be exposed through creative design which
is conducted in system building through theme and
problems (Jenkins, 2006).
Within the creative design, the habitus of the
language usage can be seen through the agent's
representation of the work either by the content or the
way it is told. The representation will refer to social
facts which may be raised as a subjective
representation. The representation shown by the agent
is ambiguous because basically the signifiers
representing the thought of the agent are in the
corridor
of
consecration
hierarchy.
The
representation shown by the agent is a form of
response toward the situation and social facts in the
society. Therefore, habitus of the language usage by
the agent cannot be understood only through language
context, but must be connected to the social facts in
the society as a form of cultural product which will
impact the cultural movement in the society.
The understanding of the signifiers which are in
consecration creates a relation with the subject
structure. The subjective representation construction
relates positively with the possible social facts. This
shows the position of the agent in that consecration
hierarchy. In this case, the representation is in the
subconscious region towards the social facts that may
be raised become a thought by the agent. In building
that representation, it is not just about the possible
placement of the agent but also shows the class
classification which defines the agent positioning
through system strategy in that representation.
Because of being in subconscious region, the
representation which shows up also presents the
unrealized characteristics, such as habitus which
shows internalized sign system, index through words
register or objectively shown sanction in form of
object, words and behaviors reflecting the objectivity
structure. These become the foundation of the rise of
sign and word register which can be chosen to be
constructed into image of certain condition which
later can be interpreted (Bourdieu, 1993).
In this representation construction, internalized
sign system can be shown semiotically because it is
related to the mode of representation and language to
produce meaning. This is called the poetic system
(Hall, 1997). In the context of work production, the
construction of work does not differ from the
construction of language. Even Metz equalize film as
language. Related to object of work in this study
which is film, the film construction does not differ

445

ICONARTIES 2019 - 1st International Conference on Interdisciplinary Arts and Humanities

from the language construction. Metz based his
thought on Saussure that the existence of film as a
sign system is the same as language system which
create the sign system such as myths, clothes, kinship,
paintings, literatures, and cartography (Metz, 1991).
Bourdieu also based his thought with the relation to
language. It is also confirmed by Bourdieu that the
existence of language cannot be separated from social
facts context which include cultural and social
context (Jenkins, 2006).
As conceptual base, Saussure idea about language
also needs to be understood. According to Saussure
(1959), language system is divided into two: a.
Langue which is language system convention related
to the physical and mental ability, and thought about
the speech. This becomes a social product. b.Langage
is the form of human speech which language is using
words as codes. Langage can be divided into two
codes which are signifier and message or the
signified.
Langage can show the concept which is represented
in associative form as speech (linguistic sound) as a
form of expression. Therefore, the existence of those
associative forms is always related to connotative
semiotics. In film context, the associative forms can be
shown through Figures and sounds. These forms are
show as an aesthetics effort with the signifiers in
cinematography style, genre, symbol, and poetic
atmosphere – and as the signifiers are the whole
denotative semiological material (Metz, 1991).
Related to the film about "Chinese"-ness, the
theme and problems constructed from the
subconscious of the agent also raise the signifiers of
"Chinese"-ness. These signifiers will become racial
characteristic builder in the movie production. The
racial signifiers can be categorized as an embedded or
unembedded signifiers. They are called embedded
signifiers if the signifiers are tied to the physiology of
the character. The signs are physical characteristics
which are identical to certain racial characteristics,
such as skin color, eyes, hair, or posture. These
physiological signifiers are shown in media which has
impact toward society's perception of certain racial
characteristics, such as Papuan as Melanesian descent
will be represented with ethnic signifiers of curly hair
and dark skin; Austronesian will be represented with
straight hair and white skin, and Mongoloid will be
represented with yellow skin and slanted eyes. The
other embedded signifiers are suspected idiolect,
which are individual language signifiers. Through
language usage, each character can show certain
characteristics, such as Betawi dialect is different to
Javanese dialect, the descendants of marriage mix
with the other racial group except Chinese speak
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differently compared to Chinese. Meanwhile, the
unembedded racial signifiers can be replaced by other
signifiers arbitrarily though the substitution might
detach them as the constructive signifier of certain
race. The unembedded signifiers can be seen through
social cultural signifiers such as clothes, accessories,
musical instruments, and rituals which reflect the
daily life of Chinese.
Through this racial signifiers, the political relation
is built because of the difference between the race and
the following signifier. Several approaches can be
used to sort out this relation. First, assimilation
approach which tries to build a single identity from
many races, which automatically reject pluralism.
Second, multiculturalism approach which tries to
accept different ethnic identity, but the acceptance
can be excessive so that each culture is
compartmentalized within its own domain, creating a
rigid society. Third, hybridity approach which tries to
penetrate the imaginary border in each cultural
compartment to build a cross cultural or hyphenated
society. To signify the hyphenated culture, the culture
is written using a hyphen to signify its cross cultural
and fluidness as the result of cultural border
penetration. The quotation marks used in "Chinese"ness refer to the racial characteristics used as the
symbolic separator so that it does not only refer to
biological characteristics (Hall, 1996). Meanwhile
the hyphen is also related to an imaginary boundary
in determining the identity which can shift or layered,
especially in diaspora society (Hall, 2000). Hence, the
"Chinese"-ness leads to all signifiers which can grow
perception for identifying the similar or comparable
Chinese racial characteristics.
In a work production, the creative designs as the
medium for conflict of interest either intrinsically in
the work of art or related to extrinsic factors such as
social conflict outside the work production. In this
case, the value of the work of art cannot stop merely
because of the value of reputation. The appreciation
leading the weight of values and truth of the work
towards the relation built by the creators or artists in
defining or positioning themselves. The unawareness
of culture surrounding the agent's habitus shows up
through the talent, knowledge, theme, and problems.
Therefore, relation in cultural aspect will get into the
domain of intellectual position, artistic, or scientific
choice which can be used for revealing the meaning
and function. This can be used as the subconscious
strategy which come up in the effort of cultural
legitimization conquest. The legitimization conquest
effort causes the symbolic violence at stake
(Bourdieu, 1993). Hence, theme and problems in a
cultural product become the media to deliver ideas so
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that there can be a change of perception and
legitimization conquest.

3

THE HISTORY OF
"CHINESE"-NESS IN
INDONESIA

The historical traces of Chinese descent in Indonesia
show class stratification since the colonial era through
segregation political strategy to divide the unity and
power of society in Indonesia. By imposing that
strategy, Indonesia (or called Netherlands Indies at
that time) can be conquered easily. There were three
social strata at that time: first, European at the highest
stratum; second, the Far East which consists of
Chinese and Arab at the second stratum below the
European; and third, indigenous people as the lowest
stratum in the society (Hoon, 2012; Mahfud, 2013;
Suryadinata, 1984).
The difference in social strata occurred not only
as external factor, but also being internalized. The
dichotomy was made even among Chinese based on
their internal condition: first, the purity of bloodline
which can be categorized as totok Chinese, who came
directly from China and had not intermarriage with
other race; peranakan who had intermarriage with
indigenous people so that they had mixed the values
and way of life of their ancestors culture with local
cultures; and the descendant of peranakan
intermarriage with the indigenous people who had
already lived according to the local cultures and
values (Joesoef, 1996). Second, the proficiency of
mother tongue or Chinese language so that the class
is considered "more" Chinese if they speak Chinese,
and the lower class can no longer speaks Chinese. The
proficiency to use Chinese language is generally lost
because of intermarriage or interaction with other
society. Therefore, the intermarriage was seen as one
cause of the degradation of Chinese society (Hoon,
2012; Rokhani et al., 2016; Tan, 2008). The
differences of totok and peranakan are underlined by
the assumption that the blood pure totok class is
higher than the peranakan Chinese. Meanwhile,
peranakan Chinese with higher economic power put
themselves at higher stratum compared to totok
Chinese with lower economic power (Rokhani, Salam
and Rochani-Adi, 2016). Thus, there are always two
concept in defining "Chinese"-ness: "being Chinese"
and "not being Chinese".
This dichotomy can be seen in their role in society
through media. In media, the dichotomy of Chinese
society can be seen in publication about Indonesian

national movement, which can be divided into three
groups. The first is the group which support the ideas
rooted in their mother land. This group was affiliated
with Sin Po daily and was dominated by totok
Chinese. Second, the group that supported colonial
government. This group was affiliated with Chung
Hwa Hui (CHH) daily and was dominated by
peranakan Chinese. Third, the group which claimed
as part of Indonesia and was affiliated with the
national movement through Partai Tionghoa
Indonesia-PTI (Indonesian Chinese Party). This
group mainly voiced their ideals through Sin Tit Po
daily. The third group was also dominated by
peranakan Chinese (Suryadinata, 1990, 2010).
In other media outside printed press, the Chinese
was using movies as their media outlet, either as
producers, actors, funders, distributors, or theater
owners. The power of Chinese society was not just in
financing, but also in knowledge and technical skill in
movie production. One movie that was produced by
Chinese agent was Boenga Roos dari Tjikembang
which is adapted from the literary piece written by
Kwee Tek Hoay. Meanwhile, the actors were taken
from traveling theater artists which in colonial era
was called tonil. Some of the actors were Tan Tjeng
Bok, Fifi Young, and Mak Uwok (Arief, 2009;
Gondomono, 2012). Generally, the early era of movie
production of Indonesia (Netherlands Indies) was
dominated by Chinese agents. Even though movie
was introduced by Dutch people in the Netherlands
Indies, their movies were imported. The movies
produced by Dutch were dominated by government
and report purpose. It could be said the Chinese
entrepreneurs dominated most of the movie
production house since the beginning of film
industry. Therefore, the Chinese society had a big role
in Indonesia economy in certain sectors.
The role of Chinese society related to Indonesia
economy was also mentioned by Indonesian
nationalist leaders such as Mohammad Hatta and
Sukarno. This was related to the problem of Chinese
descent citizenship in Indonesia. Mohammad Hatta
supported the claim of Chinese descent as part of
Indonesia. In addition, he also wanted to include the
Chinese society in the development of Indonesian
economy. Hatta suggested that Chinese entrepreneurs
to work together with indigenous people to build
Indonesian economy. In this case, Hatta wanted the
Chinese entrepreneurs to work with indigenous
people as joint partners. Hatta also worked against
racial discrimination toward Chinese entrepreneurs
because it would hamper the economic growth. He
chose this policy because he thought that Indonesian
economy still needed supports from external power.
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Thus, Indonesian government wanted to include the
Chinese society to build the economy as one of the
main policy. Meanwhile, Sukarno also wanted to
include the Chinese as part of Indonesia to remove
exclusive nature of Chinese society, so that they can
be integrated wholly to the Indonesian society. In
order to do that, the Chinese needed to be assimilated
as the part of integration (Suryadinata, 1984).
Hatta and Sukarno's idea was formulated in
policies to provide credit to national entrepreneurs
which were dominated by Chinese Indonesian. The
credit facility was given mainly to Chinese
entrepreneurs who cooperate with indigenous
entrepreneurs. The form of cooperation between
Chinese and Indonesian entrepreneurs was mainly in
trainings so that the level of knowledge and skills
among indigenous people could be improved and
finally they could contribute to Indonesian economic
development. This system was known as Ali Baba
Program. Ali is used as the representation of
indigenous entrepreneur and Baba is used as the
representation of Chinese entrepreneur.
This program was launched in order to beat the
colonial
economic
domination
after
the
independence. It was also known as the fortress
system. However, this policy and program did not
proceed as planned. The lack of business experience
of indigenous entrepreneurs made them take
advantage of the credit facility to get money for
consumption purpose. This was not compatible with
the principles in Chinese society which use money
mainly for business activities.
A different program was later launch in New Order
era. In contrast with the integration of Chinese society
through assimilation program by the New Order
government, several activities such as discussions
about China in public were forbidden except to
support government program. The prohibition was
imposed in almost all aspects: politics, social and
culture, education, even religion. Several policies
imposed by the New Order government were the
changing of Chinese name into so-called
Indonesianized name, the prohibition to celebrate
Chinese New Year, the prohibition to perform Chinese
culture in public space, the prohibition to use land to
build, expand, or reconstruct Chinese temple, the
prohibition to print or publish writings or
advertisement in Chinese characters, and the
prohibition to speak Chinese in public.
These policies were imposed to support the
Assimilation Program launched to assimilate the
Chinese into indigenous society to build a
homogeneous ideology in a plural society. The
impact of this program was racial discrimination
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against Chinese society. As told by Hoon (2012), all
Indonesian citizens must be homogenized in one
national identity: Pancasila.
This assimilation concept is in line with Zygmunt
Bauman as cited in Hoon (2012) that the assimilation
program is to force the foreign agents to throw away
their cultural identities so that a homogeneous society
is created, instead of a plural one. This can be
conducted by transforming the foreign agents into the
dominant identity or something similar. In this case,
the program imposed in New Order era was used to
limit the domination and monopoly of Chinese
entrepreneurs in economic sector. This program was
also supported by Indonesian military.
In post New Order era, the new regime changed
the policy towards Indonesian Chinese society.
Several rules that prohibit their public activities were
lifted, such as the prohibition of use Chinese
characters and to publish in Chinese language. The
end of such prohibitions had wide impact such as the
emergence of Chinese newspapers and institutions
which teach Chinese language, either formal or
informal. The other policy is to formalize Chinese
New Year as one of national holiday. These policies
are part of Indonesian government efforts to accept
Indonesian Chinese as the equal part among other
ethnicity. During the office of Susilo Bambang
Yudhoyono, he even issued Presidential Decree
No.12/2014 to revoke the previous regulation
Ampera Cabinet Circular No.SE 06/Pred.Kab/6/1967
about the usage of "Chinese" term. Thus, since March
14th, 2014, the usage of "Chinese" was changed into
"Tionghoa".

4

ADDRESSING THE
"CHINESE" -NESS THEME IN
NEW ORDER VS. POST NEW
ORDER

Agents as the producer of society's perception related
to the "Chinese"-ness theme face obstacles in
producing "Chinese"-ness culture. The change of
government policy becomes an aspect in addressing
the "Chinese"-ness theme in movie production.
During New Order era, the prohibition to use the
"Chinese" theme in public space limited the movie
producer to use the theme in movie industry. The
Chinese theme was mainly use as propaganda effort in
Assimilation Program by the government. The
production of movies in this theme was conducted by
government selected partners which direct the movies
according the government program. Such movie was
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Putri Giok (1980). Several name who had role and
contributed to the movie content were acknowledged
in the beginning of the movie. Those name showed up
in credit title in the beginning of the film, among
others Mrs. Tien Suharto and Mrs. Nelly Adam Malik,
which were the First Lady and Second Lady. Several
other contributing agencies were also mentioned,
among other BP7 (Badan Pembina Pendidikan
Pedoman Penghayatan Pengamalan Pancasila) or
Pancasila Ideology Practice Advisory Board and
BAKOM PKB. BAKOM PKB is an agency which
was founded to connect the government with Chinese
communities in Indonesia to spread and implement the
laws and policies in Indonesia imposed on Chinese
communities (Marta, 2015).
The contribution of those agencies were clearly
shown through the songs sung by the choir to build
the nationalism such as Satu Nusa Satu Bangsa (One
Country One Nation); the member of the choir
consisted of several ethnicities representing the
physiological characters as the most banal signifier or
the usage of traditional dresses. The scene was
followed up by using the cover of civics subject
(Pendidikan Moral Pancasila) book, as the subject
which teaches about nationalism building. The
following Figures show the influences of those
agencies toward the content of the movie.

Figure 1, 2, 3: The role and contributor signifiers outside
the agent took part in determining the content of the movie.

The book cover close up led the audience
perception about the relation of acknowledgment as
the prologue of the movie. The relation emphasized
the movie itself is not wholly independent from
government program. The civics subject as taught by
the teacher played by the actress Titiek Puspa told
about the inter-religion harmonious relation which
was a showcase for multicultural and multi-religion

Indonesia. The understanding towards that condition
must be addressed in the attitudes of mutual respect
and tolerance in a harmonious society. Those
attitudes are used as the foundation in understanding
the civics subject in school. Those basic
understandings fuel the pros and cons of the antiintegration and anti-tolerance movement in the
movie. Assimilation, tolerance, and harmonious
relation among religions and ethnics are used as the
part of teaching in schools in New Order era.
The monologue by the teacher in the class showed
up as the content as well as the message of the movie
which tells a love story between a Chinese girl and an
indigenous boy which was not permitted the parents
of the girl, a rich Chinese played by Han Liong Swie
(Hengky Nero). In the movie, the indigenous people
were not depicted as rich versus poor dichotomy
against Chinese entrepreneur. But the economic
power of indigenous people still cannot be compared
with the Chinese.
The racial stereotype of Chinese society is
strengthened by the movie as rich and asocial class,
despite the fact that not all Chinese are rich. This fact
is revealed in the indie movie Anak Naga Beranak
Naga. Even the difference of economic strata among
Chinese created different assimilation pattern
between rich and poor Chinese. Middle and upper
class Chinese would use their wealth to build relation
with the ruling class by utilizing their economic
power. Meanwhile, the lower class would use art the
assimilation medium which is considered more
populist, fluid, and flexible.
Through the character of Putri Giok played by
Dian Ariestya, the nationalism was shown in one
scene that use the song Kebyar-kebyar as background
in play with nationalism theme. Giok assimilated
herself in the society without differentiating social
strata or ethnicity, but her father was against it. The
antagonist was played by Farouk Avero who tried to
influence her father to forbid her daughter to befriend
the indigenous people. Farouk Avero who played as
Vijay, an Indian descent, considered that money
could solve any problems. The existence of foreign
descents are only in conceptual framework; the
immigrants do not have to show dedication to
Indonesia because they can never be equated with
indigenous people. This idea was also opposed by
Han Tek Liong, Giok Nio's older brother. Han Tek
Liong tried to tell Vijay that the earth where you stand
is the earth that you should love and defend.
A different stance was shown in the theme
addressed in the indie film Sugiharti Halim directed
by Ariani Darmawan. Sugiharti is a Chinese descent
born from Chinese parents. But she was restless
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because her name did not reflect her "Chinese"-ness.
She thought that her physical appearance as a yellow
skinned and slanted eyes Chinese did not fit her
Javanese style name, which means affluence.
The problems of naming creates inconvenient
feeling because the so-called Indonesianized name is
forced and does not represent the Chinese identity.
The Chinese had to change their name into so-called
Indonesianized name as imposed by the Presidential
Decree No.127/U/Kep/12/1966. This government
policy is used as the main issue in the film Sugiharti
Halim.

The obedience of Taruna Halim, Sugiharti
Halim's father, to the rule made him no longer use
Chinese name for his children. Meanwhile, Sugiharti
considers that the name changing rule was a sign of
failure in the assimilation process by the government,
because every Chinese family name Liem were
changed into Halim then. Thus, the usage of Halim
can be seen as the confirmation of their "Chinese"ness which was forcedly changed into Indonesianized
name. The following is the quote from the dialogue
of Sugiharti Halim.
Sugiharti Halim:
'In 1965, the government forced us Chinese to
choose between Chinese or Indonesian
citizenship. The ones who chose Indonesian
changed their name, so my father changed his
name into Taruna Halim. It was funny that he
didn't even think that all Chinese with Liem
family name would choose the same name. So
now, the Halim becomes identical to Chinese in
Indonesia. It is such a failure effort of
camouflage?!?! And what about me now?'

Figure 4. The rule as signifier is full of discrimination which
becomes the idea behind the indie movie production
Sugiharti Halim.

The rule made Sugiharti Halim's father which
family's name is Liem to change his family name into
Halim. The process was shown through the shots of
his personal documents showing the change of name.
The documentation of can be seen below.

A contradictory narrative also came up in the film
in the character of Tan Ging Le, Sugiharti Halim's
friend. Tan Ging Le's father is a Chinese descent who
retains his Chinese name, including for his children.
His principle was to place Chinese into the same level
playing field compared to other ethnics in Indonesia.
The following is the dialogue from Tan Ging Le.
Tan Ging Le's father:
'My friend, Tampubolon, does not need to
change his name into Warsito or Sungkono. Why
should I change my name? So, at the end, my
sister and brother, none of them have Indonesian
name...'

Figure 5-10: The documentation of signifiers shown in the
film Sugiharti Halim
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The understanding of this principle shows that the
equality of Chinese descent among other ethnics is
using their own family name as the signifier of
ethnicity. This principle influenced Tan Ging Le that
the identity of each individual, especially Chinese,
cannot be labeled with just a name, but through
understanding own self as a Chinese which will form
and determine the attitude and behavior.
There are no preference in choice of name outside
Chinese name among Chinese descent. Thus, the
naming outside Chinese name is arbitrary. Therefore,
the understanding of oneself as a Chinese must grow
from inside in expressing "Chinese"-ness, not in
outside label such as name. Essentially, the identity
signifier through naming which show "Indonesian"ness in each individual cannot be forced as something
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absolute. The recognition of "Indonesian"-ness grows
from love which can be realized in dedication, not by
wearing labels such as names. The love of country
will create a desire to give more without being asked;
and the proverb "the earth where you stand is the earth
that you should love and defend" will come naturally.
The understanding of the above proverb in shallow
interpretation could make Chinese into pragmatist
because of the wide sphere of Chinese around the
world. The diaspora of Chinese in many parts of the
world might reduce the connection to their
motherland. In addition, the forced value shows that
the government and society tend to place the Chinese
as the others, migrants, or someone who cannot fully
integrate so that they require special treatment to
form, grow and develop affection to Indonesia
instantly. This is a naive effort by the government
because building the love for the country cannot be
forced or achieved instantly.
By comparing the theme address in movie
production before and after New Order era we can see
the difference in characters production to respond to
several government policies especially related to the
existence of Chinese society in Indonesia. During the
New Order era, the movie contents were influenced
by government program which lead to the
assimilation process of the Chinese. Hen Tek Liong
line in the dialogue showed that the support for
assimilation regardless of whether someone is a
Chinese or other ethnicity. Contrarily, after New
Order era, the theme changed to resinicization
process as shown in the naming issue. Sugiharti
Halim felt that her physiological characteristics as
Chinese do not fit her Indonesianized name. Her
name cannot be used to represent herself as a Chinese
and does not guarantee a whole acceptance as
Indonesian citizen. She even considered that
Indonesianized naming among Chinese descent was
an unsuccessful program to assimilate Chinese into
Indonesia citizenship because the Indonesianized
name itself reaffirm the "Chinese"-ness.

5

CITIZENSHIP: A
PROBLEMATIC IDENTITY

The policies related to Chinese descent citizenship are
always politically nuanced and problematic. This is
caused by the ambiguous position and status of the
Chinese society as immigrants. It is related to the
diasporic characteristic of the Chinese descent.
In Dutch colonial era, the Chinese was placed at
the second class above the indigenous people. This

policy segregated the Chinese and indigenous people.
However, Chinese was in lower status compared to
European. During the process of colonization, the
colonial government created dualistic policy that
contradicted each other to limit Chinese social
movement instead of targeting the indigenous people,
as if the government somehow did not trust the
Chinese.
But later on there was policy change towards the
Chinese. It was triggered by the policy of Ching
Dynasty which gave scholarship to Chinese diaspora
from the entire world to continue their education in
China. This policy was issued to gain political support
for the Chinese Empire (Mahfud, 2013). In order to
compete with the Chinese policy, colonial
government gave the opportunity to Chinese,
especially the children of Chinese officials, to enter
colonial school filled with Dutch colonial values. In
addition, the colonial eased up the regulation imposed
on Chinese by politics of accommodation through
Wet op het Nederlandsche Onderdaanschap (WNO)
which loosened up the travel document required for
Chinese when traveling (Mahfud, 2013).
Mao Zedong also acknowledge the citizenship of
all overseas Chinese around the world following the
jus sanguinis principle. The citizenship principle by
the Chinese government fueled Indonesian
government to followed up the dual citizenship
agreement for the Chinese descent by enacting Law
No.2 of 1958. Through that law, the Chinese descent
must choose which citizenship to hold. The
implication of the law is the full of discrimination
citizenship paper Surat Bukti Kewarganegaraan
Republik Indonesia (SBKRI). The government was
imposing a systematic discrimination by enacting the
requirement of such paper. It proved that the colonial
practices were still continued even in society even
after the declaration of independence and getting rid
of the colonials. In the subconscious of Indonesian
society, they still carried on the colonial practices.
This reproduction of practice was just another form
of vengeance against the Chinese which they saw as
closer and supporter of European society. Otherizing
became one alternative in continuing the segregation
politics that used to be imposed by colonial
government. Of course, there was subject reversal in
this practice.
The discriminative practice through signifier
paper document led into illegal fee solicitation and
corruption in the society. SBKRI for the Chinese
descent was revoked by Presidential Decree
No.56/1996 and Presidential Instruction No.4/1999.
However, this official ruling was not widely known
by general public so that the discriminative acts
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continued. This was shown in Darmawan's interview
about the problem faced in Sugiharti Salim as
inspired by the actual problem faced by Chinese
descent being discriminated by SBKRI. Even though
the former regulation had been revoked, the
discriminative practice continued despite the effort
from Chinese communities to show evidence of the
new policy. The problem usually could be lifted by
paying illegal fees to the government official. This
issue was shown in Sugiharti Salim when Sugiharti
Salim was filing papers at Immigration Office. The
immigration officers forced her to written down her
Chinese name despite having no Chinese name and
was asking for her name changing document or
SBKRI. It showed that the root of the problem was
not always in the government regulation because
when the regulation was changed, the society might
still be the same. Therefore, the dominant problem
was the inherent hatred in the subconsciousness
towards the Chinese. The government policy was just
the institutionalization of the hatred into a repressive
practice towards the Chinese. Thus, to end the
practice, it is not enough just do revoke the
discriminative regulation but to dismantle, create
open mind, eliminate the hatred, and put the Chinese
into the integrative part of Indonesian society as the
permanent and sustainable solution. Therefore, the
acceptance of the Chinese, as in cultural
appropriation, is conducted without compulsion as
the part of making Indonesia a diverse society.
Government can try to educate the people through
policies which encourage diversity and emphasize
that diversity is a resource to treasure, conserve, and
build.

6

LANGUAGE AS THE
STRATEGY TO ADDRESS THE
POST NEW ORDER CHINESE
THEME IN INDIE MOVIE

Movies have force and power to influence their
audience. That is one function of a movie (Imron,
2008; Rokhani, 2008). The power comes from the
film language. Film language arises as visual
expression through the force of idiom to express the
content of the movie and the audio accuracy to build
the atmosphere accordingly. Since a compact
character are full with idioms, indie film becomes a
segmented work. Besides that, indie film is more
idealistic, free, and independent in its production, so
that it can be used for alternative themes which are
considered marginal, neglected, and avoided but can
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be expressed openly even vulgarly. The theme
addressed in indie film was subjectively arranged in
experimental form so that the common audience
could not understand the characters in indie film
easily (Agustina, 2017).
The production of indie film content related to the
agent's expertise creates a simulation of events and
problems in the domain of reality. The ability to
address subjective and segmented theme requires
great creativity and knowledge mastery in movie
making. This abilities are found among scholars and
academics. Therefore, indie film making is usually
rooted and developed among scholars and academics
in film school. The characters developed in academic
atmosphere emphasize more on the idealistic
knowledge. In this case, movie also has role as
knowledge and subject matter in the theory and its
applications. Using movie as cultural approach in arts
is conducted either directly or indirectly (Prakoso,
2006). Movie production does not only prioritize
visual conceptualization but also experimental
concept from the whole form of the film as a product
with aesthetic value. It demands a great creative power
to bring up the idioms in film language forms which
express ideas and thoughts of the productive agents to
bring a new understanding towards certain topics.
Therefore, the agent as creator needs talented
individuals with different capacities to create a
product with different characteristics. This talent is
closely related to the intuitive capacity which
captures different aspect among different agents. This
intuition needs to be trained well through knowledge
transfer or production training so that the agent could
develop its artistic sensitivity. Knowledge transfer
and training would affect the orientation building
capacity in creating new form by the agent (Prakoso,
2006). Those abilities will have role in the idea
capturing, processing, and development process
being captured through social facts as texts. In the
idea development process, we need the ability in
artistic sensitivity to correlate the text and social facts
with the chosen idioms of expression. In this case, the
ability to do such process by the agent is included in
addressing the theme during movie production.
Addressing a theme in movie usually forms
hyper-reality in audience perception, to build
sympathy and empathy so that the film language used
to express the simulated reality can have power to
culminate in probing, expressing, and describing the
problems of reality using properly chosen idioms.
Bringing the Chinese problem in indie film
production activity can vary because the "Chinese"ness is always problematic in Indonesia. Basically,
the theme brought up through indie film in Indonesia
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about "Chinese"-ness can be categorized in three
main theme: a) construction of "Chinese"-ness
identity and discriminative practice; b) social conflict
in Chinese society; and c) Chinese society
acculturation. The idioms constructed to bring up
"Chinese"-ness theme and discriminative practice can
be used through symbolization of identity set,
"Chinese"-ness terms, Chinese language usage, and
Chinese stereotype. Meanwhile, the social conflict in
Chinese society is explored through idioms related to
the Chinese society beliefs, social conflicts affected
by the idioms which shows social inequality and
economic crisis, and conflicts which show idioms
related to social violence and conflict trauma
experienced by Chinese women. The last, Chinese
acculturation is shown in idioms which lead to
assimilation of Chinese tradition and arts with
Indonesian society.
The address of the theme must be well
conceptualized using strong concept in film language
to generate hyper-reality form about the bad
experiences suffered by Chinese so that the problems
are exaggerated to ensure sympathy and empathy.
This can be seen in the rule of name changing of
Chinese name into Indonesian name which is only
applied at specific time and specific place. In this
case, the fact about the reality is not properly shown
in the movie content because the full exposition will
decrease the dramatic effect of the problem. The fact
that the agent wants to bring up is the rule encourages
discrimination toward Chinese either by government
or general public. The dramatic effect from the hyperreality becomes part of the construction to build
emotional aspect of the movie audience. It does not
mean to obscure the fact because the movie is a
fictional one not a documentary.
idioms even proves further that creative effort that
build empathy and stir the audience emotion in
"Chinese"-ness problem can be done through the
movie plot. The empathy and emotion created by the
movie hopefully can change and shift the society's
perspective toward the Chinese. In addition, the
fictional character is also using imagination as part of
the movie content, and also strengthen the signifiers
shown in the movie. Even though the imaginative
signifiers shown in the fictional work taken from the
reality often cannot be differentiated from the real fact.
Baudrillard said that the signifier often is not merely
symbol of reality as shown in identity signifier created
and systematized by government in form of identity
card, citizenship papers, and name changing
documents. Those papers showed a form of systematic
and structural discrimination towards Chinese. The
ability to create dramatic effect through the

In its preproduction process, the plot will present
the textual reading of reality through process of
selection, transformation, and elaboration of chosen
signifiers to represent the reality being used in the
plot. Those signifiers will be brought up intentionally.
The signifiers are revealed in the agent's speech
responding to reality. The respond in work of art
usually is the non-verbalized response of the reality.
The restricted, discriminated, and otherized condition
of the Chinese generate works of art as alternative
solutions to convey ideas about reality which are not
revealed in real life.
Through the alternative solution of the work
construction, the agent can satisfy herself in
constructing or reconstructing events in the past when
there are no opportunity to voice and express
opinions. Therefore, the construction by the agent in
production is generated from deep probing into the
subconscious memory storage. This is in line with
Iser (1987) idea about the existence of various
reading in the readers' memory deposit. The reading
concept in this case can be interpreted widely in
absorbed contexts either through seeing, reading,
hearing, or experiencing events according to the
Chinese social facts. The complexity of Chinese
problem creates several film language in revealing
several social facts as the memoir of the agents.
Darmawan memory deposit dominated by identity
problems was used in most of her works. Identity for
Darmawan is a very important thing as something
attached to every individual for the entire life. The
existence of the identity becomes different signifier
among other individuals. The problem is not just
Darmawan personal problem because that theme is
related to the experience of other Chinese.
This production helped her to understand her
existence as a Chinese. Through her works, she can
reduce her restlessness and trauma as a Chinese.
Chinese prototype is always attached to upper middle
class so it became the cause of riot as the product of
inequality in the society. But through her work,
Darmawan can educate the people that not all Chinese
is born in good economic condition. The data
observation shows the spreading and assimilation of
lower class Chinese in the suburb area through folk
arts. The understanding through art idioms colors the
Chinese society as the medium of assimilation with
other society.

7

CONCLUSIONS

The indie film production about "Chinese"-ness uses
power of film language as strategy to address the
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theme representing "Chinese"-ness problem into
social fact in the society. The film language is using
chosen idioms as signifiers to represent the problems.
The process of choosing the idioms needs certain
aesthetic sensitivity which is gained by agent's
creative probing. Besides that, the creativity can be
gained from knowledge transfer either from formal
education or training.
The language power is not just marked as the
agent's speech in delivering the ideas and thoughts
related to "Chinese"-ness. Through the film language
production, the agent tries to change the society's
perception towards "Chinese"-ness. The agents tries
to open his audience mind by evoking empathy and
sympathy about the "Chinese"-ness problem. The
emotional bonding through the film will affect the
point of view and attitude of the general public
towards Chinese society. Therefore the "Chinese"ness cultural production can be increased.
The ambiguous position of Chinese society
implicates on several problems among Chinese, one
of them is their citizenship. The citizenship status of
a Chinese is always problematic as seen with the
papers used to emphasize the different status
compared to other Indonesians. The resolution as an
Indonesian is affirmed but also questioned by the
existence of documents such as identity card, name
changing paper, and citizenship paper. Even though
those documents are the product of institutional
construct by government policy, the problem of
"Chinese"-ness usually arise from hatred
reproduction placed by colonial government as the
divisive strategy among Chinese and indigenous
people.
Only after New Order era those documents raised as
new idioms which never showed up before in
"Chinese"-ness theme film during New Order era as
signifier. During that era the signifiers were not
identified with "Chinese"-ness characteristics. The
dialogue representing the Chinese was led to voice
government program, not to show the ideas and
thought of the film producer as their own position and
characteristics.
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Abstract:

China LONG(Dragon in Chinese) and Thai Naga, they are similar in appearance, and they play a major
role in their respective cultures. They have been applied as a cultural symbol in various cultural and
artistic fields of the two countries. According to humanities one of the purposes of wearing clothes is
the adornment, which is act as a symbol for people to express and disseminate a certain meaning and
culture and display to the public. So, in this paper, it makes a comparative study of the NAGA culture
in Thailand and the LONG worship in China, in order to explore the similarities and differences
between Naga and LONG in terms of tangible and intangible values, decode their symbols and
implications, and endow them with new meanings in the clothing design. The primary research
approaches adopted in this paper is questionnaires. It investigates the applications of LONG element in
Thai Naga element in audience’s opinion, and utilizes qualitative research for data analysis. Finally, it
is applied to the fashion design. This research is a good example that not only integrates traditional
culture between the two countries into modern costume design, but also places great emphasis on the
fusion of aesthetic and spiritual symbiosis in the modern clothing. In addition, it can effectively
combine different disciplines including cross-cultural communication, humanities and clothing design
for a profound research.

1

INTRODUCTION

In October 2013, China government has issued the
policy of “The Silk Road Economic Belt and the
21stCentury Maritime Silk Road” which also known
as the “One Belt and One Road Initiative (OBOR)”.
This policy is not only aims to fastened the
connectivity and cooperation between Eurasian
countries by constructing the infrastructures, but also
in the other areas, such as economics strengthen,
education exchanges and especially (Zhang,2017).
Thailand is one of the most important country in
this area, the present and future China-Thailand
communication in economy, culture, and so on will
be more frequent. And the two countries have a long
history of communication. From historical point of
view, China-Thailand communication has a long
history and can be traced back to the West Han
Dynasty at the earliest. In 1370 AD, Ayutthaya tribute
six elephants to the Ming Dynasty, and since then,
China-Thailand communication became very
frequency and their communication history was
opened. In the 1980s, many coastal people in China

entered Thailand, and hundreds of thousands of
Chinese people came to China for jobs every year
(Wu,2014). From the political angle, Chairman Xi
proposed the Belt & Road initiative in 2013. Under
the influence of this policy, China-Thailand cultural
exchange and economic contacts are happening every
single day. It is unpractical to analyze cross-culture
communication without consideration of political
factors. It is difficult for international communication
studies to go deeper without regard to cultural
background and differences. China and Thailand have
similar cultural backgrounds and are influenced by
historical and policy factors and so on. Researcher
born in China, now studying in Thailand, based on
personal practice and experience, it is appropriate that
this research position in China and Thailand.
This research will choose NAGA and LONG
(Dragon in Chinese) as a research example. LONG
and NAGA are both symbol that represent Thailand
and China cultures, they have differences and
similarities meaning in their country. This research
will combine with NAGA and LONG as a culture
code and put in fashion design, and make the meaning
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to be more understandable by both two countries.
This process can be seen as a good example about the
study of fashion design methodology in the context of
crosscultural communication.

2

LITERATURE REVIEW

The literature review is divided into two parts, one is
the research and study of LONG culture and NAGA
culture in China and Thailand. The second is the
interpretation of the cross-cultural communication
and fashion design market.

2.1

LONG Story in Chinese Culture

Origin of LONG culture: Different scholars hold
different opinions over the origin of LONG culture,
where the mostly approved origin theories are animal
theory and totem theory. Animal theory: Living
habits of animals can be divided into three types: pass
through the land, fly in the air and swim in the sea. In
the Stone Age, human beings not only feared about
special skills of these animals but also revered them
in their inner hearts. According to archaeological
findings, at least dozens of animals participate in the
combination of LONG body such as cow, goat, deer
as well as animals posing severe threat to life safety,
including crocodile, tiger, snake, eagle, etc.
Most of them have unique morphologies and
skills that people are surprised with and adore, so
their images are combined together to form a LONG.
However, some scholars deem that the prototype of
LONG is snake. Some scholars put forward that
LONG worship derives from other totem worships
such as Mingda Wang, Hesen Yang, Dayou Wang,
Guangyue He, and so on. As for the final description
of LONG body, what is mostly recognized is the
expression by the scholar in the later Han Dynasty
proposed that “it has nine shapes, head is like camel’s,
horn is like deer’s, eyes are like rabbit’s, ears are like
cow’s, head top is like snake’s, abdomen is like
clam’s, scale is like eagle’s, claw is like eagle’s and
palm is like tiger’s”(Zhang and Xie, 2015).
Therefore, it can be seen that LONG is not a creature
in real being but created by people after continuous
imagination in human brains through their
observation of daily life.

Figure 1: LONG image.

Totem theory: Totem theory was firstly proposed
by Mr Yiduo Wen, which still has a great bearing on
studies of LONG culture. Totem is transliteration of
Indian language, meaning “kinship” and “sign”. As
early as the ancient times, people held the world in
awe and veneration with totem worship. Each clan
had its own species they worshiped, like snake, horse
and cow, all of which were worship objects. These
animals were related to the clan origin or some of
their features satisfied ruling requirements of the clan,
people depicted these animals as symbols of their
clans, and afterwards, due to the ruler demand, the
ruler extracted partial features of animal worships
form different clans after the clans were unified so as
to form the LONG image (Liu and Zhao,2006)

2.2

About LONG Worship

LONG worship and Chinese politics. The most
highlighted feature of Chinese LONG is that LONG
is divine as it has supernatural abilities of reaching the
heaven and sea. Tao Te Ching by Laozi: “For I am
abstracted from the world，the world from nature，
nature from the way，and the way from what is
beneath abstraction”. Chinese have worshiped and
revered the nature and world since the ancient times,
and communicating with the heaven naturally
becomes the goal everybody wants to reach
(Zeng,2007). LONG becomes an object connecting
heaven and human beings. Ancient rulers boasted that
they were sons or incarnations of LONG by taking
advantage of this psychology. Therefore, LONG was
shaped into ruler of the sea in the Chinese LONG
culture. Ancient rulers reigned over the masses by
virtue of LONG worship. Hence, LONG is also the
symbol of ruler in the Chinese history.
LONG worship and Buddhism. Worship has
established a profound relation with Buddhism during
its development process. The LONG King and
Daughter of the LONG stories firstly appeared in
Buddhist texts translated into Chinese. Who found the
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influence of Buddhism very early were Shiti Huo and
Jingnong Tai. In related artivled, they believed that
LONG king and Daughter of the LONG stories in
Chinese Literature were input from India. Long in
Buddhist texts translated into Chinese is actually
(dragon) translation of Sanskrit Naga which means
“snake”. “Longwang” (the LONG King) is translation
of Sanskrit Nagaraja, Nagaraj or Magaraijanr (Liu
and Yang,1996).

2.3

Symbol of the LONG

1. LONG is regarded as a rain god who can bring
water and rain to the people in the secular world.
2. As a heavenly beast, which can bring people to the
heaven, LONG can communicate with the heaven,
earth, and human beings. 3. Symbol of the emperor.
The emperor uses the superstitious “LONG God" to
execute autocratic ruling. 4. The LONG is the
incarnation of wisdom and is often used to describe
people who are highly respected and knowledgeable.
5. The LONG is a symbol of good fortune. The
LONG represents the prosperity and celebration. 6.
LONG worship and Buddhism.
Ancient China was under the influence of “unity
of heaven and man” in Tao Te Ching by Laozi (Zhang
and Xie,2015), which mainly expounds the desire for
balance between man and nature and the world peace.
It endows LONG with supernatural power and
expresses Chinese people’s pursuit of the thought of
balance.

2.4

The Story of Naga

From thousand of years, the Naga has played an
important role in the history of South East Asia, the
word “Naga” which frequently appeared in Indian
and South East Asian literatures is rooted from
Sanskrit and its has various confusing meaning such
as “Naked”, “Snake”, and “Barbarian”. Due to
archaeological evidence that has been found in
various places in South East Asia and especially in
Ban Chiang, Udon Thani, Thailand, which strongly
verified that people who used to live in the area so
called South East Asia in the present day were
worshipping “Snake” as a sacred animal
(Chang,2016). This is because in the past, people
were living among the nature, where they were
surrounded by various kinds of danger. Also, they
could not yet understand the natural phenomenon
such as thunder-storm, earthquake, or some other
forms
of
natural
disaster.Therefore
the
“Supernatural” and “Animism” was emerged in order
to comfort them from fear. They start to pray,

458

worshiping, and sacrificing some spirits in order to
get some protection and abundance from what they
belief (Sasanka,2004). Interestingly that “Snakes”
which were known as the most dangerous species due
to their abilities which not only the deadly poisoned
but also the silenced movement that could go
everywhere from aboveground or underground into
the water or even in the air. Also, the abilities of being
moulted (skin removal) and especially their
movement that look similar to the wave (water). As a
result, the belief of snakes and serpents had been
interpreted throughout their abilities which
interestingly, their were used to represent both
“Good” and “Evil” depending on which abilities that
each group of people back then were experienced
before.
Among all of those differs meaning, “the God of
Rain” which bring life (vital force), seasons, wealth,
and fortune seem to be the most strongest belief for
people in especially who were resided along the both
side of Mekong riverbank from Yunnan (South of
China) down to Thailand, Lao, Cambodia, and
Vietnam where the mouth of Mekong river is located
(Siripot Laomanajarern,2003).

Figure 2: NAGA in Chiang Mai.

2.5

The Shifted of Paradigm

The myths of Naga were started to twisted their “local
belief” when the group of higher civilisations had
arrived in South East Asia. The Hindu religious was
then influenced to the ruler class and then affected to
every ankle of locality way of living. A new set of
paradigms had strongly established in this area. The
Hindu gods had answered all the questions of
suspicion through “Mahabharata” and “Tri-Bhumi”,
and this is when the folklore of the local people,
especially the story of “Naga” had been integrated to
the new coming “story”.
This is because, in fact, the word Naga was used
to called “the naked local people” or the “Barbarians
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who worshiped snake. Thus, in order to convert and
proselytised from Animism to Hinduism, the
syncretism was processed. Started with the
manifestation of the greatest mystical of the Hindu
gods power must be complied by the local god, since
then Naga unveiled itself as part of the myths. The
Naga is the king of snakes and serpents, who had
severe poisoned, lived in the deepest part of the
ocean, has abilities to connect the world from
underwater world to earth and even fly to the sky
which all of these abilities has emphasised Naga as
“God of rain”, which could bring forth of seasons,
fertilities, and wellness.
Moreover, there was always dynamic in terms of
civilisation, thus, the new shifted of paradigm had
arrived and this time was “Buddhism”. Again,
locality had to adjusted their mind-set to the new
belief. Same as Naga, the God of rain. In the story of
Buddhism, Naga strongly believed in Buddhism and
even impersonated to meet the lord Buddha and asked
permission to be a monk but refused. So it was
committed itself to serve the lord Buddha, and since
then, it was mentioned that Naga was a bridge that
connected heaven and earth, and did lots of mythical
magic in order to protect the lord Buddha.

the only one kind of Buggha posture that had been
found in South East Asia, which mean the completion
of syncretism (Sowit Bamrungphak, 2014).

2.6

Naga in Thailand

Nowadays, Naga in Thailand had become part of the
Thai culture, which can be divided into 2 difference
group: 1.Naga in the Thai (local) fabric, which was
used as a symbolic that indicated the differentiate
amongst each group of ethnics in Thailand, especially
people in the north of Thailand. 2. Naga in the
Buddhist temple, which was the classic metaphor
objective that stand for the belief and the
representative of the establishment of the 3, cored of
Thai constitution. (Country, Buddhism and the King).

2.7

Cross Cultural Communication
with Fashion Design

Since cross-cultural communication activities occur
in modern society frequently, the research about
cross-cultural communication based on fashion
design are interdisciplinary, so this study will analyse
the literature from the following aspects: 1. Existing
problems in Cross-cultural communication. 2.
Subtheories of basic theories of cross cultural
communication. 3. Fashion design based on
crosscultural communication.

2.7.1 The Current Status and Problems in
Cross-cultural Communication

Figure 3: NAGA with Buddha.

However, as one may know that generally,
literatures or mythological stories were used as a tool
to serve some purposed, which was same with the
story of Naga. This is because, actually Naga was
represented the local people (barbarian) while the
Hindu gods and the lord Buddha were represented by
the rural class of people which was influenced by the
other civilisation. Then, in order to rule the kingdom,
the folklore stories must be integrated the new issued
in them, just like the new hindu gods had used Naga
as a weapon and neckless of Visanu god and later
become the protector of the lord Buddha. For
example, the Buddha Sheltered by Naga Hood was

With the development of globalization tendency in
the present society, contacts between different
cultures become more and more frequent from the
macroscopic angle. However, there are some
inappropriate communication ways in nowadays. For
example, cultural hegemony, cultural conflicts and
cultural
misunderstandings.
Crosscultural
communication serves for international economic
status and is subject to international politics.
However, because international politics and economy
are unequal, it has led to the occurrence of cultural
hegemony.
The phenomenon of cultural hegemony in cross
cultural communication generally refers to the
imbalance between power countries and weak
countries in cultural exchanges. That is, the influence
of foreign culture on the country more than the
influence of its own culture (Liu, 2010). However, in
real-life interactions, because different cultural
individuals' understanding of culture is always based
on their own growth environment and cultural
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background, they will lead to the deviation of their
perceptions of foreign culture and communication
situations. Misunderstandings are inevitable (Kramer
and Callahan,2012).

2.7.2 Sub-study on the Basic Theory of
Cross-cultural Communication
Semiotic. The key to cross-culture studies lies in how
to
realize
effective
communication.
The
understanding of effective communication refers to
the communication through which meanings of dual
particles from different cultural backgrounds can be
completely understood (Tregaskes, Sheehan and
Poole,2004). However, misunderstanding is
unavoidable. The goal of effective communication
can
be
construed
as
“misunderstanding
minimization”. Mutual understanding and trust
between Chinese-Thailand people are realized
through dialogues and cooperation in the cultural
field so as to enhance their friendship. Cultural
studies
should
start
from
semiology.
Lotmanrepresented Moscow school deems that
culture is information production and circulating
collective symbol, and moreover, culture itself is a
symbol system. Culture and symbol can supplement
each other. Symbol concepts include signifiant
(signifier) and signifie: the former, which is a part
with material form in symbol, is used to express
meaning form; the latter refers to meaning, concept,
idea, culture, etc. Their combination product is
symbol (Huang,Shen and Zhou,2013).
Symbols in the cultural communication include:
verbal communication, such as spoken language and
characters; non-verbal communication including
space, color, apparel, etc. Language is a symbol
system expressing concepts. Generalized language
can even refer to human culture, so any cultural form
such as myth, religion and art can be a language
(Argyle,1979). One of academic pivots of
crossculture communication lies in interactive
relations between different communities of human
beings as well as between different members in the
same community by crossing cultural barriers. What
people discuss about is not only the identity problem
but also involves changes, appearance of new
identities, rerecognition of old identities and changes
of existing identities. Identity studies in sociological
sense generally start from recognition of ethic group
members for their own culture, religion, belief, myth
and customs and so on.
Myth. Myth is a kind of collective behavior,
“signification” and parole. Myth inverts social and
cultural things into products of natural matters. The
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reason for formation of myth is that mythological
form (signifiant of implicit signifiaient) has been
formed by the symbol of direct significiaient. The
direct signifiaient has a process of transforming
signifiant (form) and signifier (meaning) into
signifiant (form) of implicit signifiaient. The set of all
kinds of implicit signifiaient is located in the field of
collective metaphors (Meyer and Rowan,1977). Myth
is usually embodied in image form, which is more
compulsive than characters with greater concrete
meaning. Once having meaning, image becomes a
kind of character, which also results in parole
(Ogden,2007). No matter language or parole or
picture, line or other character types are all
rulegoverned parole forms (Seuil,1970). In fact, myth
belongs to a general field of science, which has
already extended to linguistics, namely semiology.
Apparel. As previously mentioned, symbols
include language and parole and apparel is another
expression form of parole in semiology. Literally
speaking, apparel includes costume and ornament.
Costume refers to worn costume and ornament refers
to adorned ornament (Moss,1981). What if an object
is converted into language? Apparel and art use the
same skills with the aim of converting an object into
a linguistic form which can be told, and this is called
description. Description aims at providing a concept
in a way. Apparel is a type of speech. The second
function of parole is connaissance. Apparel can
convey some saviors through shell fabric and design.
Language assigns sur-code to a real apparel, and
apparel description by semiology is conceptual (Julia
Kristeva,1967). Apparel has the following
embodiment forms: technology, profile, color,
material and verbal. When apparel is used as shifter
of culture, apparel converts a structure into another
structure or shifts from a code to another code, from
reality to meaning, from reality to language and from
intention to language. It is a telling form of culture
and politics such as appearance language in apparel.
Research on Multilevel Symbol System in
Semiotics. Symbol meaning is usually of duality and
interpretability. According to the famous secondary
symbol significant system of Roland Barthes,
denotative meaning and connotative meaning can
divide symbols into primary symbol system and
secondary symbol system, where the latter is
established on basis of the primary symbol system,
but the secondary symbol system is never the final
symbol level, and there are even fourth and fifth
levels, etc. As the implied meaning is deepened,
symbol system may develop towards a higher level.
Eco’s contribution to semiology is famous
interpretant theory. He puts forward that
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representation is object selection while interpretant is
the form of expressing this object with another
symbol. Interpretant is the meaning of a symbol in the
symbol carrier. Culture is assigned to mythological
symbols and expressed by apparel symbols, and this
is a kind of study of multilevel symbol signifiaient
system in the cross-culture study. Paivio (1971)
proposed the dual-coding theory and coded messages
into iogogens and imagines. The two systems will
generate a mutual corresponding relation which can
improve the communication effect.
Decoding and encoding. Encoding and decoding
was first proposed by Stuart Hall，as one of the
representatives of the Birmingham School, he is
considered to be the “world is most influential”
cultural
theorist
and
cultural
critic.
Encoding/Decoding(1980)as Hall's representative
work, embodies the thinking characteristics of
inheritance and innovation. Hall was the first person
to propose a theory of cultural decoding. The key
point of the "Hall Model" is the "meaning",
"information" and "stakeholders" in the process of
cultural information dissemination. If there is
"meaning" of encoding in the dissemination mode,
there will be no "consumption". Therefore, it is
necessary to assign "meaning" to the decoding, which
can produce effects, influence, guide or transmit
cultural information to the stakeholders and
audiences (Chen and Morley,2006).The performance
of audience on the reproduction of cultural
information and information reception is diversity,
recurrence and complexity. The audiences will be
decoding some cultural information from the work of
information sender and then give some “feedbacks”.
The sender will according to these “feedbacks” to
reencoding the cultural information to their work
(Hall,1980).The process of information encoding and
decoding is interrelated. The meaning of decoding is
that understanding the true or hidden meaning of
something from a set of letters, symbol and so on in a
form that can be heard or seen correctly. Encoding
means that deliver the cultural information from one
form or system to be another one. It can be found that
the culture information delivery is encoding and
decoding process, and semiotics is the significant
element in this model.
2.7.3 Fashion Design Under the Background of
Intercultural Communication
With the development of globalization and the use of
the Internet, “fast fashion” has become the main
market in the current fashion market. Their market
positioning is different countries and region. Their
consumers are in different cultural contexts.
However, in order to avoid the risks of cross-cultural

communication, the design and products of these
brands lack cultural connotation, and the design of
products tends to be homogenized generally, focusing
on the “sales” rather than the continuity of culture.
(Wan Fang,2018).

Figure 4: Fast fashion brands.

In the current research status, fashion design and
cross-cultural research are separated. The current
phenomenon is that there is no research on the
intersection of these two disciplines. Designers focus
on product design and development, while scholars
on cross-cultural research focus on theoretical
research. In particular, the study of writing is the main
research, such as literary works, literary creation, film
and television works, etc. on (Gudykunst,2003).
This research will realize the integration of
fashion design and cross-cultural communication
disciplines. Using fashion design as a carrier and
integrate cultural differences to conduct research on
fashion design methodology in the context of crosscultural communication. This study is oriented at
Chinese market and Thailand market. Two elements
of high popularization rates namely LONG element
and NAGA element taken as case study, concrete
design methodologies are further expounded. How to
use fashion design to match semiotics and cultural
communication, promote market expansion, promote
cultural exchanges between China and Thailand, and
enhance friendship between the two countries.

3
3.1

METHODOLOGY
Research Objectives

Hall proposed the famous “decoding” and “encoding”
theory. In the costume design, the costume designer
is the creator of the apparel product and also the
transmitter of cultural information. The designer
codes the culture by semiotics through the selection
and matching of materials, the transformation of
styles, the design of patterns and so on. Therefore, the
apparel product becomes a carrier containing cultural
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information. As for “Decoding”, the consumer
perceives the form, pattern color and so on of the
apparel product, reverts them into information they
can understand, takes corresponding actions, and then
completes the information delivery process. As for
costume designers, they should decode cultural
codes. Meanwhile, designers should understand ideas
and demands of audiences firstly, place cultural
understanding and audience demand into the design
works and convey this message to audiences.
Afterwards, they should study whether audiences can
encode the message from the design works and adjust
according to feedbacks given by audiences so as to
reduce errors in the cultural communication process.

Figure 5: Fashion design process in cross-cultural
communication

However, in the costume design, how to eliminate
the communication error between designer and
target? First of all, questionnaire survey that is
common among research methodologies should be
conducted, followed by a qualitative analysis of data
so that the designer can have a better understanding
of ideas of audiences.

3.2

Sampling

This study is mainly oriented at young people who are
20-38 years old, as the main group carrying forward
traditional culture consists of young people. With the
rapid economic development, young people have
accepted many new things but they have a limited
understanding of traditional culture. Young people
are the main force of national cultural transmission
and economic development, hope and future of the
country and the main labor forces in the current
society. China and Thailand have an over
onehundred-year communication history. Up to the
new century, continuance of friendly China-Thailand
communication mainly depends on young people. In
addition, Thailand is a tourism country. The survey
indicates that main tourists to Thailand come from
China, and China remains the No. 1 source of foreign
tourists to this country with 9.92 million visitors
during 2017 (Barrow, 2017). Ages of over half of
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these Chinese tourists mainly range from 26 to 35
years old.

Figure 5: Thailand tourists

This pilot investigation includes 50 interviewees
from China and Thailand respectively and it lasts
three months from July, 2018 to October, 2018, aimed
at understanding: 1.Their experiences in the crosscultural communication and their opinions over the
role played by costume design in the cross-cultural
communication. 2.Interviewees’ understanding of
LONG and NAGA. 3.Their opinions over roles
played by LONG and NAGA in the present costume
design market. 4.Costume design styles interviewees
prefer when animal images in the traditional culture
are taken as design elements.

3.3

Research Process and Results
Analysis

Question 1: What is your age group? Ages of 50
Chinese interviewees range from 26 to 30 years old
while those of Thailand interviewees range from 26
to 35 years old, and most of these interviewees have
accepted and completed higher education.
Question 2: Do you have some friends from other
countries or other provinces and regions. According
to replies in the questionnaire, 50 interviewees from
China and those from Thailand both have friends
from other regions, meaning that cross-cultural
communication behaviours happen in two respective
countries.
Table 1: Question 3
Options

Responses

YES

41

NO
9
Chinese responses (50)
Options

Responses

YES

38

NO
12
Thai responses (50)
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Question 3: During the communication process
with them, is there any misunderstanding or do
different understandings of the same thing exist? As
for replies to this question, 82% of Chinese
interviewees think that misunderstandings are
generated in the cross-cultural communication
process or they hold different opinions from their
friends, and the percentage of Thailand interviewees
is 76%.
Question 4: Do you think costume can represent
culture, custom and aesthetics of a country or region?
50 interviewees from China and those from Thailand
both think that costume can represent the culture of a
country or region, indicating that costume has already
become an important medium expressing
individuality and cultural background in the
contemporary society.
Table 2: Question 4
Options

Responses

YES

50

NO
0
Chinese responses (50)
Options

Responses

YES

50

NO

0
Thai responses (50)

Table 3: Question 5
Options

Responses

YES

48

NO

0

Don’t know
2
Chinese responses (50)
Options

Responses

YES

38

NO

5

Don’t know
7
Thai responses (50)

Question 5: Do you think LONG can stand for
China?/Do you think NAGA is an important
mythological animal in Thailand culture?
As for Question 5, based on the study of NAGA
culture and LONG culture in the literature review, so
different questions are set for different interviewee
groups in the two countries. According to an analysis
of replies, young people from the two countries
perceive the two mythological animals differently.

Table 4: Question 6
Options

Responses

Can

4

Can not

10

Know a little

28

Know a lot but not all
8
Chinese responses (50)
Options
Responses
Can
2
Can not
16
Know a little
27
Know a lot but not all
5
Thai responses (50)

Question 6: Can you describe the concrete
appearance of LONG/NAGA? Only 4% of Chinese
interviewees believe that they can describe the
concrete appearance of LONG and 10% of them
know about some but all knowledge about the
appearance of LONG, and 86% of them are in lack of
the knowledge. 8% of Thailand interviewees believe
that they can describe the concrete appearance of
NAGA, 16% of them know about some but not all
knowledge about the appearance of NAGA and 76%
of them are in lack of the knowledge, indicating that
young people from the two countries generally have
insufficient recognitions of their respective LONG
culture and NAGA culture.
Table 5: Question 7
Options
Responses
Same
17
Different
14
Similar
19
Chinese responses (50)
Options
Responses
Same
13
Different
12
Similar
25
Thai responses (50)

Question 7: As shown in the figure, do you think
they are the same thing?

Figure 7: Pictures LONG and NAGA.
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According to the analysis of survey data, for both
Chinese interviewees and Thailand interviewees, the
two images can be easily mixed, and these
interviewees lack corresponding knowledge to
distinguish them.
Table 6: Question 8
Options
Responses
Like
5
Do not like
27
No fleeing
31
Chinese responses (50)
Options
Responses
Like
2
Do not like
33
No fleeing
15
Thai responses (50)

Question 8: Do you like the existing costume
design about NAGA/LONG? Such as pictures. If not,
please specify reasons.

Figure 8: Existing design about LONG and NAGA.

For interviewees from the two countries who
select “dislike” option, the reasons are largely as
follows: Ugly; Completely copy the pattern without
any sense of design; The design is not novel; It can’t
embody aesthetic feeling; It is too old and doesn’t
conform to individual aesthetic appreciation; The
element is too obvious but not young or aesthetic
According to survey results, the target group has
no feeling about designs of this kind in market at
present, because they are mainly “copying patterns”
without any sense of design and don’t conform to
aesthetic standards of the target group.
Table 7: Question 9.
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Options

Responses

National culture

14

Minimalist

25

Sense of design

47

Young

39

Direct message

28

Maximalist

22

Metaphor
27
Chinese responses (50)
Options

Responses

National culture

19

Minimalist

24

Sense of design

49

Young

35

Direct message

27

Maximalist

19

Metaphor
Thai responses (50)

38

Question 9: If LONG/NAGA element is applied
to costume design, what design styles do you prefer?
(Multiple-choice question).
Among Chinese interviewees, words, which are
selected the most, include: “sense of design”,
“young”, “direct message” and “metaphor”. Among
Thailand interviewees, “sense of design”, “young”,
“metaphor” and “minimalist” are words which are
selected the most.
Question 10: What do you want to understand
about LONG and NAGA in way of costume design?
(gap filling).
Based on the conclusion made about replies to
interviewees from the two countries, the contents they
want to understand are largely as follows: Story,
Origin, Appearance, Spiritual connotation, Symbolic
meaning.
Summary Questionnaire survey method is used
to study the target. Through the data analysis, most of
Chinese and Thailand interviewees believe that
costume is a mode of cross-cultural communication,
and here the target refers to audiences in the research
method. According to the survey, they lack the
understanding of their respective LONG culture and
NAGA culture. Moreover, they put forward that they
want to understanding origins and symbolic meanings
of LONG and NAGA through costume and then give
design styles they like.

Fashion Design in Cross-cultural Communication: Case Study on Thailand Naga and China LONG

4

DESIGN PART

4.1

Design Research

The first of a systematic fashion design is to extract
the cultural connotation from the literature review.
And then make the summary about meaning,
symbolism and so on. Based on the above research,
this research made a summary about tangible
intangible features both of NAGA and LONG.
By studying the characteristics of LONG and
NAGA, the following summarizes the characteristics
of LONG and NAGA.

Origin

Good
and bad

Spirit

People’s
protector

Buddhis
m
Protecto
r

Appea
rance

4.2

-Supernatural
power
-Connecting
heaven and earth
-God of rain/water
Wealth/Abundanc
e
-“S” Shape
-Scales
-Fins

Design Positioning

Tangible

Intangible

-Combination of 9
animals
- 2 horns
-Full of scales
-Fins
-“S” Shape

-Stand for Chinese
-Supernatural
-Absolute power
-Incarnation
-Propitious
-Abundance
-Wealth
-Gratitude
-Linkage
-God of Rain
-Balance

Figure 9: Minimalist.

Table 9: Tangible and intangible characteristics about
NAGA

NAGA

Imperial
power

Through by the survey about audiences, the blow
design style got from questionnaire. Audiences prefer
the design style is “sense of design”, “young”, “direct
message”, “metaphor”, “minimalist”. So the design
will focus on these design style.

Table 8: Tangible and intangible characteristics about
LONG.

LONG

Myth

Tangible
-Big Snake with
Crest
-Deadly and
Poisoned
-Full of scales
-Fins
-“S” Shape

LONG

NAGA

Combina
tion of 9
animals

Naked
local
people

Intangible
-Stand for South
East Asia
-Supernatural
-Sacred
-Incarnation
-Magical power
-Moral and
Immoral
-Abundance
-Linkage Heaven Earth andUnder
-God of Water
-Balance
-Buddhism
Protector
Both of LONG
and NAGA

Minimalist fashion is defined by one major
principle: keep it simple. Streamlined shapes, a small
selection of colours, Simplicity is the key to
pinpointing this style.

Figure 10:Metaphor

4.3

Design

First, analyse the external profile of LONG and
NAGA, both of them belongs to “S” shape.The whole
shape is in line with the legend that LONG and
NAGA are good at controlling the water. The body is
streamlined and like a wave.
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This Design choose LONG and NAGA from
mythical story as the design elements and combined
them. The series extracts the main features, such as
scales, fin, tail in the LONG and NAGA, and designs
it. This series uses fabric reconstruction, stitch work
and defective fabric texture skills to show the design.
Combining cotton and linen natural fabrics to express
the legend of the LONG and NAGA. The series
extracts the traditional Chinese clothing, and the
details of traditional Thai clothing, then fusion of
Chinese and Thai clothing styles.

Figure 11: The shape of LONG and NAGA.

Figure 12: Scales and fins.
The common feature of LONG and NAGA is Scales and
fins, extract out of these features.

Figure 14: Design 2

Figure 13: Design 1.
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This series uses fabric reconstruction, stitch work
and defective fabric texture skills to show the design,
is the good and new creation way to show the skin of
LONG and NAGA. First of all, the design combines
of LONG and NAGA appearance. Secondly, LONG
can fly. This design did some pattern, such as sun,
cloud in obvious places, such as cuffs, neckline, belt,
etc., NAGA symbolizes fertility and agriculture, so
the put the pattern of leaves, patterns and leaves on
the costume and stand for wealth and good
agriculture.
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Abstract:

Calligraphy is an art form with Chinese characteristics developed from the Chinese character writing
process based on Chinese characters. Calligraphy is the representative of Chinese traditional culture,
while the spirit of calligraphy is the representative of the spirit of Chinese traditional culture. In this
sense, Calligraphic aesthetics is the epitome of Chinese traditional aesthetics. In the context of global
development, the education and communication of calligraphy culture has become particularly
significant. In the process of international communication, how to combine Chinese Calligraphy with
Thai Characters is a critical way of calligraphy culture ‘s intercultural communication. This paper
investigates the current situation of Chinese calligraphy and Thai characters’ integration application,
discovering the phenomena discovered in the internationalization of calligraphy culture at the present
stage, the existing problems, and starts with the modern transformation from the Chinese traditional
calligraphy, the calligraphy art and the body organization of Thai characters, focusing on the splitting
and reorganization of the Thai alphabet, adapting theories including composition and space of Chinese
calligraphy, reconstructing and splitting basic letters of Thai characters, combined with the combination
methods of traditional Chinese "Combination Words" and the writing method of calligraphy,
endeavoring to create a new calligraphy Thai phrase and construct a new method of calligraphy
culture’s international education and communication.

1
1.1

INTRODUCTION
Research Background

The cultural exchange between China and Thailand is
a vital part of the relationship between the two
countries. The culture between China and Thailand
owns a long history. After the establishment of
diplomatic relations between China and Thailand in
1975, the cultural exchanges between the two
countries were more extensive. In the 40 years since
then, the exchanges in the cultural field have
developed in a balanced and steady manner, not only
wide in range, but also in frequency. The cultural
exchanges between the two countries have become
increasingly prosperous, which has not only enhanced
the friendship between the two countries, but also
promoted the economic and cultural development of
the two countries.
In the process of the development of Chinese as a
foreign language, Chinese calligraphy has played an
important role in promoting it. However, the teaching
of Chinese calligraphy has gradually gained attention

in the latter stage. In the early days, the teaching of
Chinese as a foreign language focused on language
aspect, ignoring the cultural aspect including
calligraphy. Nowadays, with the increasing number
of people learning Chinese, the importance of
calligraphy is self-evident. More and more Chinese
learners want to know about Chinese calligraphy and
the profound cultural significance behind it, so as to
plough more about China, which best illustrated by
classroom of Chinese as a foreign language, more and
more attention has been paid to Chinese calligraphy.
However, little research has been done on overseas
calligraphy teaching.
Chinese calligraphy is a symbol of Chinese
culture for thousands of years, as well as a testimony
of Chinese history. In some extent, the reason
Chinese history has been continuously passed down
lies on the inheritance of Chinese characters, yet
Chinese characters are based on Chinese calligraphy.
The horizontal and vertical of calligraphy represents
Chinese people’s the criterion of conducting
themselves. Technique of writing and ink style, as
well as blank in space is the embodiment of Chinese
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art aesthetics. Moreover, combining Chinese
calligraphy teaching with Chinese character teaching
can also play a mutual promotion role, as using
calligraphy teaching to promote the progress and
consolidation of Chinese character teaching, because
calligraphy is taught on the basis of Chinese
characters, and the elbow of practicing calligraphy is
also the consolidation of Chinese characters. Link
Chinese calligraphy with Thai, design, and wordrelated disciplines, combining calligraphy culture
with Thai characters, creating cultural resonance and
enhancing cultural recognition, which in turn can
enhance the exchange of Chinese calligraphy culture
and Thai culture, finally strive to carry forward
Chinese calligraphy.

1.2

Research Objectives

This paper mainly studies the "Calligraphy Nine Style
of Brushstrokes" of soft pen calligraphy in Chinese
calligraphy. Apply the technique of “Calligraphy
Nine Style of Brushstrokes” to the writing of Thai.
Moreover, make words out of the common phrase,
greetings used in Thai through the Chinese
"combination word" space composition, meaning and
other combinations. Combine Thai characters and
Chinese calligraphy culture with new art forms,
enhance the public acceptance and recognition of
calligraphy culture, promote the international
development of calligraphy culture, and upgrade the
cultural exchange between China and Thailand.

1.3

Research Significance

For the teaching of calligraphy for foreign Chinese
learners, because the teaching objects are not in the
context of Chinese culture, they know little about
Chinese traditional culture and its aesthetic methods.
Therefore, the main purpose of teaching is to
understand basic calligraphy knowledge and master
the basics writing skills, while emphasis more about
the cultural connotations contained in them, increasing
the understanding of traditional Chinese culture.
The rhythm of calligraphy is expressed in terms of
lines, knots, chapters, and ink colors. Calligraphy is the
art of lines, with the regular repetition of the
characteristic brushwork forming the rhythm of the
lines. The knot refers to the arrangement of each word
point and the arrangement of situations. The certain
relationship formed between the strokes is the word
stroke. The consistency of the font stroke constitutes
the rhythm of the knot; Chapter refers to layout, the
connection between fonts forming lines, and the lines
forming the whole article, integrated by the appropriate
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kerning between fonts and neat arrangement between
rows, forming the rhythm of the whole chapter in
regular organization and repetition constitute; The
alternation of black and white, such as dense-and-thin,
dry-and-wet, withered-and-moist, light-and-heavy,
gradually repeats to form the rhythm of ink.
The art of calligraphy is closely related to life,
with wide participants and popular among public, a
traditional Chinese art with unique nationality
features, which profoundly reflects the aesthetic
conception and artistic spirit of Chinese culture.
Chinese learners can get a glimpse of Chinese culture
through their understanding of calligraphy art. In this
process, they can not only upgrade their perspectives
on Chinese culture, but also lay a cultural foundation
for their future communication with Chinese people.
Calligraphy teaching is very helpful to foreign
learners in both Chinese character learning and
cultural learning. Thai people also have a keen
interest in calligraphy, thus enhancing the friendly
exchanges between China and Thailand and creating
favorable conditions for a better understanding and
contact with Chinese society for local people.

1.4

Research Methods

1.4.1 Literature Research Method
According to the topic and concept of the thesis,
adapting the relevant literatures through the network,
library and other media, which have been carefully
read and analyzed, lay a theoretical foundation for the
writing of this paper.

1.4.2 Interview Method
Conduct in-depth interviews with teachers and
students of the Confucius Institute in Phuket during
the spare time, collecting the most authentic firsthand information. Through analyzing the information
obtained in interviews, find the problems existing in
the actual use of Chinese calligraphy, proposing
solutions and suggestions in the paper through
analysis and research.

2
2.1

MANUSCRIPT PREPARATION
The Evolution of Chinese
Character Glyphs

Calligraphy is the bearer of China's excellent culture,
from the historical record of the Oracle, Silk Script,
Bamboo Slips, stone inscriptions on tablets to the
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authentic works left by the great calligraphers of the
past dynasties, which carries the cultural essences of
Chinese characters, poetry, history, geography,
philosophy and folklore. The art of calligraphy is
closely related to life, with wide participants and
popular among public, a traditional Chinese art with
unique nationality features, which profoundly reflects
the aesthetic conception and artistic spirit of Chinese
culture.
Chinese characters originate from the figure of the
note. When the figure is more and more simple, more
abstract, and can be read out, it represents the fixed
words in the language, thus the figure is the original
text. Before the Qin unified nation’s text, Chinese
characters were confused in terms of both fonts and
applications. In the broad sense, ancient Chinese text
includes Dazhuan (Ancient seal script developed in
the late Xizhou Dynasty), and words before
Xiaozhuan (Later seal script developed in the Qin
Dynasty); In the narrow sense, it refers to the words
before Dazhuan (Ancient seal script developed in the
late Xizhou Dynasty) in the history of Chinese
characters.
Oracle is a symbol on the tortoise shell or animal
bone, mainly emerging in the Shang and Zhou
dynasties, used to record the sacrifices, alliances or
divination, which is the earliest known Chinese
character system. Oracle is the earliest Chinese
character, with the characteristics of early Chinese
characters: strong picturesque feature, no
formalization in writing, different sizes, and
randomness. In 1954, the oracle bones of the Zhou
Dynasty were also discovered in Shanxi.

Figure 1: Chinese oracle bone font.

Jin Wen (Bronze inscription) refers to the
inscription written on the Yin Zhou bronze ware, also
known as Zhongding Wen. Shang and Zhou dynasties

is the era of bronzes, whose sacrificial vessel is
represented by Ding, and instruments represented by
bells. "Zhong Ding" is synonymous with bronze.

Figure 2: The evolution of Jinwen (bronze inscription) and
Xiaozhuan (Later seal script developed in the Qin Dynasty)

In fact, Jinwen (Bronze inscription) has developed
into Dazhuan (Ancient seal script developed in the
late Xizhou Dynasty). Thoughout the history of
Chinese writing, the three generations of Xia, Shang
and Zhou Dynasty, as far as their contribution to
philology is concerned, Shizhou is of great
significance. Shizhou is the historian of King Xuan’s
Zhou Dynasty, who created new inscription to make
writing easier. Dazhuan is also known as Zhuanwen,
Zhouzhuan, Zhoushu and Shi Script. Because it was
written by Shizhou, it was called "Zhou Wen" in the
past. Dazhuan is scattered in Shuowen Jiezi (origin of
Chinese Characters) and various Zhongding Yi
instruments collected by later generations. Among
them, the stone drum inscriptions written by King
Xuan of Zhou dynasty are the most famous.
The beauty in the form of calligraphy works is
determined by the beauty in the form of Chinese
characters. The evolution of Chinese characters from
Lishu (Clerical script), Kaishu (Regular script),
Xingshu (Running script) and Caoshu (cursive script)
has created differences in the glyphs of Chinese
characters in various periods. On this basis, together
with the artistic processing of calligraphers, various
unique calligraphy works have been created, which
has been passed down to become our precious wealth.
The beauty in the form of calligraphy is mainly
manifested in three aspects: the beauty of the strokes,
the rhythm of brushes, and the beauty in the space of
structure.
The beauty of the strokes. Chinese calligraphy has
a certain emphasis on the use of brushes. The basic
requirements for writing are the empty palm, the
hanging wrist, and middle front. The requirement of
operating brushes is "force according to artistic
conception ". Although it is different in fast-andslow, light and heavy, it must be stable. This kind of
force is not brute, but it is force-oriented, with the
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focus on the front end, utilizing power of the whole
body to send to the tip of the pen through the arm,
wrist, hand, finger, from the tube to the tip, “Stroke
as if it can hold a Ding (Tripod)” , “Penetrating effort
as if it can puncture the paper”, “bold and vigorous
strokes” .
The word "Yanjin Liugu" is a compliment to the
beauty of Yan Zhenqing and Liu Gongquan's
calligraphy, representing the rhythmic beauty of
strokes. The rhythm of calligraphy is expressed in
terms of lines, knots, chapters, and ink colors.
Calligraphy is the art of lines, with the regular
repetition of the characteristic brushwork forming the
rhythm of the lines. The knot refers to the
arrangement of each word point and the arrangement
of situations. The certain relationship formed between
the strokes is the word stroke. The consistency of the
font stroke constitutes the rhythm of the knot; Chapter
refers to layout, the connection between fonts
forming lines, and the lines forming the whole article,
integrated by the appropriate kerning between fonts
and neat arrangement between rows, forming the
rhythm of the whole chapter in regular organization
and repetition constitute; The alternation of black and
white, such as dense-and-thin, dry-and-wet, witheredand-moist, light-and-heavy, gradually repeats to form
the rhythm of ink.
The beauty in the space of structure. The beauty
in the space of structure mainly embodied the beauty
of peaceful harmony, the beauty of fluency and
universality, and "counting white as darkness", the
beauty of illusion and reality. Homogeneity is the
basic requirement. Homogeneity is not rigid or dull
but requires a balance of forces. Fluency and
naturalness require the works to be real and alive, not
deliberately, and the layout is natural. The
combination of virtual and real requires harmony
between black and white, and contrast between
virtual and real. Compared with the one-sided
teaching of Chinese characters, calligraphy is more
novel and interesting, and the formal beauty of
calligraphy art is more intuitive and expressive,
which can arouse people's interest.
The beauty in the space of structure incarnates in
aspects of lines, knots, chapters, and ink colors.
Calligraphy is the art of lines, with the regular
repetition of the characteristic brushwork forming the
rhythm of the lines. The knot refers to the
arrangement of each word point and the arrangement
of situations. The certain relationship formed between
the strokes is the word stroke. The consistency of the
font stroke constitutes the rhythm of the knot; Chapter
refers to layout, the connection between fonts
forming lines, and the lines forming the whole article,
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integrated by the appropriate kerning between fonts
and neat arrangement between rows, forming the
rhythm of the whole chapter in regular organization
and repetition constitute; The alternation of black and
white, such as dense-and-thin, dry-and-wet, witheredand-moist, light-and-heavy, gradually repeats to form
the rhythm of ink.

2.2

The " Calligraphy Nine Style of
Brushstrokes " of Chinese
Traditional Calligraphy Fonts

The so-called " Nine Style of Brushstrokes " are the
nine methods and rules for brushstrokes. Caiyong (
BC 133-192), Eastern Han Dynasty writer and
calligrapher. Caiyong’s calligraphy is "various in
body and law, perfect in spirit, unique throughout
history" (Tang Dynasty-- Zhang Huaiguan). Emperor
Wu of Liang in Nan Dynasty also complimented his
scripts as "moral integrity and open, refreshing and of
divine power." His book theory, especially the
legendary "brushstroke theory", focuses on the
spiritual state that a calligrapher should have. " Nine
Style of Brushstrokes “or " Nine Style of
Brushstrokes in Eight Technique" first proposed the
important thought of " Script is in nature. Since the
nature has been established, yin and yang have born,
thus coming out the situation”, which reveals the
philosophical basis of calligraphy beauty, and then
elaborated eight rules of using brushstrokes,
occupying an important position in the history of
Chinese script theory.
"Nine Style of Brushstrokes " is also known as "
Nine Style of Brushstrokes in Eight Technique",
which is often said to be written by Caiyong of the
Eastern Han Dynasty. In the Song Dynasty, Chen Si
imported the book "the Essence of Script ", and wrote
the most part of Yan Zhenqing's " 12 Implications of
Zhang Changshi's to the " Nine Style of Brushstrokes
" as a completion. " Nine Style of Brushstrokes " was
reprinted in the third volume of " Pei Wenzhai's
Painting and Calligraphy Table ", with the “Eight
Technique” deleted, written as " Nine Style of
Brushstrokes ". It has been preserved since then and
has an important position in the history of Chinese
script theory. The so-called " Nine Style of
Brushstrokes " are the nine methods and rules for
brushstrokes.
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2.2.3 Cangfeng (front-hiding)

Figure 3: Cai Yongxi Pingshi Sutra

"Script is in nature. Since the nature has been
established, yin and yang have born, thus coming out
the situation. Hiding the head and protecting the tail,
force is in the words, strengthening in stroking,
beauty lying on the skin. Therefore, it is said that if
the strokes have come, it can not be stopped; if the
strokes have gone, it cannot be rectified, never using
soft strokes, otherwise it could end up in odd.”
" Nine Style of Brushstrokes " mainly proposed
three aesthetic concepts about calligraphy lines,
namely "Li" (Force), "Shi" (Potential) and "Cang"
(Hidden). "Li" is the center of Cai Yi's calligraphy
aesthetics. It emphasizes that "Li" is the basis of
knotting, stroke, and layout. "using force when
stroking" can make the font have the beauty of "skin".
"Shi" is a "force" that has been given directionality. It
is often used to refer to a stroke with a certain
direction in the creative process, which means that "
if the strokes have come, it can not be stopped; if the
strokes have gone, it cannot be rectified ". "Cang"
originated from the philosophical thought of "A
decent man often hide its advantages", emphasizing
that calligraphy creation needs to be subtle and calm.
When it comes to operating strokes, it is necessary to
"hide the head and protect the tail", thus highlighting
the tension of calligraphy lines.

2.2.1 Luobi (to begin the stroke)
"Where the stroke begins, the tops are covered, the
bottoms are placed to connect the top, so that the
situation is reflected, and there is no adverse
potential." That is to say, if the structure of the stroke
is written, the upper part should cover the lower part
and the lower part should connect with the upper part,
letting the glyphs related to each other and should not
be deviated from the situation.

2.2.2 Zhuanbi (nonstop front turning)
"Return the pen, it is advisable to review the left and
right, without making the knot solitary." Turning the
stroke should make the tip round, with intermittent
but pay attention to the continuity, and do not make
the discontinuity appear in isolation.

"Cangfeng, the strokes intending to the left should be
right first, the strokes to the left should back to the
right." This is shown in the beginning and end of
strokes, the strokes intending to the left should be
right first, the strokes to the left should back to the
right.

2.2.4 Cangtou (head-hiding)
"Cangtou, round brush belongs to paper, so that the
heart of the brush is often in the point of painting."
generally referred to as to at the beginning of a stroke,
the tip of the brush is moving towards the opposite
direction of the stroke intends to be, which is the
process of gaining momentum, after that, press down
the slant on the flat paper, making the brush’s center
running in the point painting.

2.2.5 Huwei (tail protecting)
"Tail guard, drawing points to exhaust the
momentum, and force is end." It includes two
meanings: First, when the stroke is closed, the brush
is not separated from the paper, and recovered at the
end of the painting, which echoes with the stroke to
form a potential loopback; Secondly, when the stroke
is closed, the brush leaves the paper surface in the air,
the recovery potential is also formed with the brush.
Therefore, we must not think that "the force is in the
word" means that the brush can never leave the paper,
but see that there are many forms of force and
strength, not only sticking to the literal meaning of
"hidden" or "protection".

2.2.6 Jishi (rapid brush movement)
"Jishi is out of vertical and horizon slants, and it is
within the shackles." Refers to the fast, the rapid
stroke. However, the reference here is not simple fast,
but the first short slant on the right side of the word
"Zhuo", just like “Yong”, first hidden its front, then
turning the stroke down to the right, halting, then the
line is turned to the left, ending in sharp slant. Pull
out. "Zhe" means wave painting, so-called three turns
in one wave. The first turn is a little shorter, the stroke
is slightly faster, the second turn is slightly longer,
and the stroke is slowed down; the third turn is fastmoving, near the front, and it is end at the same time.
"Yue", as the "Yong"’sthe hook of the vertical
painting, before the hook is a slap, and then suddenly
rises, like the power of kicking.
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2.2.7 Lvebi
"Lvebi is used in the rapid stroke." It is used in the
long line of slant, such as the word "Guang" in the left
downside, writing a long slant, initially a vertical
stroke, and going to the left in the middle; when there
is a slight press, so that the strokes are thicker, and
then end in a hasty, such the short-stroke is slightly
loosened, so it is called "Zanhuan", and there is a
sense of distraction. Then it is a tense end of strokes,
which is the law of “Zan”; it is also a tight ending, so
it is called "Junzan". In these two styles, end the long
slant of Lvebi.

2.2.8 Seshi (slow brush movement)
"The strategy of Seshi is moving forward in tense" In
the way of intense and rapid fighting forward, it is
said to overcome resistance and move forward.

vocabularies, including most of the numbers, among
the Thai people, and also absorbed the dialect of
southern China as part of its language. Thai has rich
vocabulary and expressiveness. Because it is a tonal
language, it is soaring in tone and instigating. Thai is
very rhyming, represented by its large number of
rhyming double-syllable words and four-syllable
vicious compound words.
The Evolution of Thai Characters. The original
Thai characters imitated in Meng and Cambodian
from about 954 AD. Then Thailand began to edit its
own characters. Among them, Thai characters were
all adapted from the form of Indian characters. If we
study Thai characters in-deepth, we will find that Thai
characters are directly related to Indian characters.
Sanskrit. Around the 12th century, the first stone
tablet in Thailand was found in Sanskrit.

2.2.9 Hengling
Horizontal scales, vertical gauges. Refers to the
strokes of both horizontal and vertical strokes.
Horizontal paintings should not be simple flush,
slippery, but must be like fish scales, seemingly flat
but internal uneven. Vertical strokes should not fall
down straight, and must be combination of slow and
fast, and there are slow in the rapid moving, such as
draw rein on horse, in the constant relaxation and
tightening from time to time, it is called the horizontal
scales with vertical rein.
The above is so called " Nine Style of
Brushstrokes ". Upon digestion, you can understand
the ancients without teachers at all, with efforts and
hard working to reach a wonderful attainment. This
sentence is intended educate the latter learner. As
long as the learners have mastered the correct
methods, combined with hardworking, even without
the guidance of a famous teacher, they can achieve
the "wonderfulness" of calligraphy.

2.3

Meng character and Khmer character. In 1283,
the Emperor Langanheng of the Sukhothai dynasty
rearranged the ancient Meng scriptures and the
ancient Orthodox Orthographic system of the Khmer
script, placing the vowels and consonants in a row.

The Evolution of Thai and Thai
Characters

Thai belongs to the Qin and Han branches of the SinoTibetan language family, and Thai is the official
language used in Thailand. Thai is a kind of
alphabetic writing. About 30% of Thai is similar to
Cambodian. Many words, especially polysyllabic
ones, originate in Pali and Sanskrit. Because of the
long-standing traditional friendship between China
and Thailand, many overseas Chinese settled in
Thailand at an early stage and established kinship
with the Thai people, so there are many daily
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Figure 5: The text of the block stone is Sanskrit.

Figure 6: Meng character and Khmer character

Lai Sue Thai" character. In 1283, the Emperor
Langanheng of the Sukhothai dynasty rearranged the
ancient Meng scriptures and the ancient Orthodox
Orthographic system of the Khmer script, placing the
vowels and consonants in a row.
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Figure 7: "Lai Sue Thai" character
Figure 10, Modern Character

The character in Pajarati period, About 1837,
the Pai Litai King of the Sukhothai Dynasty, further
developed the Thai Orthography orthography system,
which not only puts the Thai vowels and consonants
in the same rank, but also puts the vowels to the upper
and lower position of the consonant, this kind of
character, we call it "the character in Pajarati period"

2.4

Comparisons between Chinese
Calligraphy and Thai Character

The Chinese characters are one word and one sound,
and each sound is divided into four tones. Therefore,
it is loud and clear to read, and it is very beautiful and
rhythmic, which can be said to be one of the most
beautiful language in the world. The poems written in
this language are pleading to hear with cadence,
especially poetry, which emphasizes on level and
oblique tones, as well as antithesis, so the verses can
be particularly neat, the rhythm is particularly clear,
and catchy. Therefore, Chinese characters are also
called one of the most beautiful words in reading.

Figure 8: the character in Pajarati period

The character in king of Nalai. During the Nalai
Dynasty of the Dacheng Dynasty, the style of Thai
font changed to the form of straight-line edge and
corner, and the characters were similar to those of
today. Then there were sound vowel letters with two
tone symbols, the second and third tones. By the end
of the Dacheng Dynasty, the consonant letters of the
Thai language had totally 44.

Figure 11: Comparison of Chinese character writing and
Thai character writing

Figure 9: The character in king of Nalai

Modern Character. From 2035, the positive
Orthography of Thai language has gradually
developed into the style of today.

Chinese characters are flat words. Learning
Chinese spell is for Chinese characters, while Thai is
linear, with the consonants and vowels of Thai
directly used for spelling Thai characters. Therefore,
to learn Thai, it is extremely important to fully grasp
the consonants and vowels of Thai. Moreover, Thai
consonants and vowels are much more complicated
than Chinese Pinyin.
The consonants and vowels of Thai are quite
different from the writing symbols of Chinese Pinyin.
However, when writing Chinese Spell, it is not
difficult to learn on the basis of the 26 letters of
English already mastered. The difficulty in learning
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lies in the pronunciation of Chinese Pinyin absent in
Thai. Thai and Chinese have different number of
tones and different tone values indicating the mark
position of tones.

3

3.1

Figure 12: Xu Bing's Chinese Calligraphy Font

The rhythm of calligraphy is expressed in terms of
lines, knots, chapters, and ink colors. Calligraphy is
the art of lines, with the regular repetition of the
characteristic brushwork forming the rhythm of the
lines. The knot refers to the arrangement of each word
point and the arrangement of situations. The certain
relationship formed between the strokes is the word
stroke. The consistency of the font stroke constitutes
the rhythm of the knot; Chapter refers to layout, the
connection between fonts forming lines, and the lines
forming the whole article, integrated by the
appropriate kerning between fonts and
neat
arrangement between rows, forming the rhythm of the
whole chapter in regular organization and repetition
constitute; The alternation of black and white, such as
dense-and-thin, dry-and-wet, withered-and-moist,
light-and-heavy, gradually repeats to form the rhythm
of ink.

Figure 13: Xu Bing's Chinese Calligraphy Font
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CULTURAL INTEGRATION OF
CHINESE CALLIGRAPHY AND
THAI CHARACTERS
The Historical Inheritance of
Chinese Calligraphy in Thailand

In terms of cultural integration and promotion,
Thai government agencies often organize Chinese
cultural promotion activities and actively promote the
promotion of Sino-Thai cultural exchanges. The
Chinese Painting and Calligraphy Exhibition, the
Chinese Art Exhibition, and the China Culture
Experience Week are regularly held to let the people
feel the charm of Chinese culture at close range.
Through the understanding of calligraphy art,
learners can give a glimpse of Chinese culture. In this
process, they can not only upgrade their views on
Chinese culture, but also lay a cultural foundation for
their future communication with Chinese people. The
main body of calligraphy creation is the calligrapher.
The successful calligraphy works reflect the
personality spirit of the calligrapher and the aesthetic
characteristics of the times.
They not only have the form beauty, but also lie
inside interacting with Chinese culture, with
integrated symbiosis. Through the accumulation of
individual style of calligraphers and the deposition of
aesthetic fashion in the past dynasties, it eventually
became an art category with unique spiritual beauty
of Chinese culture.
During the Thai Citizens' Rights Protection Day
Conference in Bangkok, the Prime Minister of
Thailand, Ba Yu, and the relevant government
departments attended the meeting. After the meeting,
officials from Ba Yu and related departments watched
the exhibition of art works exhibited by
representatives of students from special schools
across Thailand.
Ba Yu visited everyone's work with extensive
interest. When he came to the Chinese calligraphy
display table, Ba Yu personally raised the calligraphy
of Linyi, and asked the Chinese students the
significance of these words, praising the beauty of
Chinese characters. Many Thai students and staff of
relevant government departments have expressed
their love for Chinese culture.
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for a few days, and shopping is the most important
entertainment.

Figure 14: Chinese Calligraphy Works of the Summer
Palace of Emperor Tai V

3.2

Daily Use of Chinese Calligraphy
and Thai Writing in Thailand

For the Chinese, Thailand is both intimate and
mysterious. The intimacy is that there are many
overseas Chinese here, and the mystery is about the
Buddhist culture and various cultural legends of this
country.

Figure 15: Thai students write blessings in Chinese
calligraphy

As China and Thailand are geographically close,
more and more people come to Thailand. Many
people who travel to Thailand will stay in Bangkok

Figure 16: Chinese font application in Thailand

As Chinese tourists have risen year by year and
China's national strength has increased, there are
more and more Chinese characters on the streets of
Bangkok. These Chinese characters are not only
found in shopping centers and entertainment centers,
but also on signs on some roads. In many places in
Bangkok, the location of Chinese is more
conspicuous than English, and the font size is larger.
Some of the staff who solicited customers at the
entrance of the mall even spoke a few Chinese
greetings. At Bangkok Airport, border inspectors can
communicate with Chinese tourists in Mandarin.
There are a lot of locals who speak a few words about
Chaozhou dialect and Cantonese in commercial
streets like Chinatown.
Bangkok's tourist attractions and shopping spots
usually have Chinese characters. The Chinese
restaurant in the Chinese gathering area will also be
marked with a separate Chinese line. Chinese tourists
can order food quickly through Chinese. Not only
does the menu have a Chinese logo, but most of the
waiters in the hotel speak Mandarin. Even in the small
stalls selling fruit juices on the roadside, in order to
attract Chinese people to shop, they can also use
Chinese. For shops with Chinese logos and without
Chinese logos, the turnover varies greatly. Old people
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who sell pineapple on the roadside have never been
to China, but they have a good impression of the
Chinese. Among which, few know Chinese
characters, but they can write the word
"Boluomi"(refers to Pineapple) very well. Along with
frequent cultural exchanges, more and more Thai
people are beginning to learn Chinese. Even ordinary
people with low culture are learning the basic Chinese
language in a subtle way.

4

CONCLUSIONS

As a representative element of Chinese traditional
culture, Chinese calligraphy art is also an important
carrier of Chinese civilization. It is not only the
precious wealth of the Chinese people, but also a
treasure in the world culture. We have the
responsibility to introduce calligraphy teaching in
international Chinese teaching and spread the
calligraphy culture to all parts of the world.
Moreover, calligraphy teaching has a very positive
significance for international Chinese teaching,
which can not only help Chinese learners to learn
Chinese characters, but also lead them into Chinese
civilization and understand Chinese culture.
The art of calligraphy has already transcended the
national boundaries. By spreading the seeds of
calligraphy and extending the influence of Chinese
culture, it will play an irreplaceable and unique role
in promoting Chinese civilization, propitious to
promote international cultural dialogue as well as the
improvement of China's cultural soft power.
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Abstract:

The system of “Twenty-Four Solar Terms” (TST) is an order of seasonal solar orbit being used in the
Chinese traditional calendar to understand nature and regulate local festivals to their way of life. It is
ancient intelligence for more than 2000 years of harmonious living with nature, which reflects value of
humanities in philosophical art of living. However, its time-guide function in modern Chinese calendar
has gradually lost its importance because modernization in the recent decades has changed people’s
lifestyle. Several terms are still used for some popular festivals, e.g. Qingming (Pure Brightness) and
Dongzhi (Winter Solstice), however other terms are ignored by modern Chinese society. Although
UNESCO submitted it to be intangible cultural heritage of mankind in 2016, which could be a turning
point and opportunity to promote it, many Chinese people are still unaware of its traditional importance.
Investigation into its cultural loss and possibility of revitalization in the educational field has been
carried out in Liaoning Province of China by using questionnaires to understand its familiarity and
retained cultural inheritance practices. The target groups contain students, parents, teachers and general
population. The results show that 84 % of sampled young individuals were willing to learn and inherit
it, while 41% of sampled parents were willing to participate in parent-child activities. Furthermore,
almost all of sampled target group supported incorporating it into education. The results also confirm
that children are interested in the system of TST, which could be transformed into various lessons
through visual communication design.

1

INTRODUCTION

The Twenty-four solar terms (TST) are an ancient
Chinese system of relational management between
man and seasons for agricultural time and other daily
lifestyles reflecting the crystallization of wisdom
created by the ancient Chinese. For more than 2000
years, the system has been widely used in agricultural
production and daily life in China. As a unique time
knowledge system, the “TST” is a typical
representative of Chinese culture which affects all
aspects of people's lives. In addition, several
important festivals are closely related to the TST.
However, with the arrival of China's industrial and
information technology era, modern Chinese
lifestyles have been rapidly changed by globalization
trends. People are getting farther from nature, and
rather abandoning the TST. Some scholars believe

that there are some problems in the survival and
inheritance of the TST today (Wang Jiahua, 2017).
The TST have no survival crisis in traditional society,
but now they have problems in modern society and
has now become an intangible cultural heritage that
need to be consciously protected (Zhang Bo, 2017).
Due to the influence of Western civilization, the
relationship between TST and people's lifestyles has
gradually become alienated, and people's
understanding of TST has become more and more
superficial, even near zero (Ye Shiyi, 2015). On
November 30th, 2016, the TST were announced in
UNESCO’s list of Intangible Cultural Heritage. This
is a right time and important turning point in
revitalizing the TST in public space (China People's
Network 2016). The announcing reflects that the TST
still have certain cultural significance and social
functions in modern society.
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Figure 1: The name of China's twenty-four solar terms and
solar terms.

Figure 2: Twenty-four solar terms time-table in 2019.
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As they are practiced today, the TST system
gradually lost its original functions in high-speed
modernization process. This cultural situation has
become a controversial topic, bringing us severe
challenges in cultural heritage. Some people
questioned and some people agreed that, as the TST
is for farming time, there is no need to “protect” them
as long as the countryside is still there to do
agriculture, the solar terms will not die (Liu Zongdi,
2017). We should consciously pass on the TST,
respecting natural time and the rhythm of life (Xiao
Fang, 2015). Although inheritance of the TST system
has received more and more attention in academic
fields, its popularity in Chinese cultural studies is still
at a low level of perceptual knowledge because of the
lack of government attention, and new forms of
cultural exchanges making young people lost their
interest in preserving and continuing practice the
TST. In recent year, however, modern Chinese people
begin to realize increasingly that “forgetting” is not
always terrible, but “losing” thoughtful culture of the
TST is a headache. Losing medium of time between
man and nature for the righteously seasonal
cultivation, such as the TST, is what to be worried in
modern society. The successful promoting the TST
to be intangible cultural heritage of UNESCO
encourages many experts and scholars to pay
attention in studying the TST. These experts and
scholars are mostly sociologists, folklorists, but art
educators are rarely dealing with this topic. It is clear
that there are still more rooms for art educators
creating their visual designs to educate the young
generation.
In today's society, is it necessary to educate the TST
in school? If so, who will be the key target of
inheriting this cultural heritage? In what way is it
effectively passed on? As an art educator who pays
attention to Chinese culture, the author hopes to
understand the situation of Chinese people’s
knowledge about the TST through questionnaire
survey, especially among the young people. Based on
the above reasons, the research team designed a
questionnaire on “inheritance and cognitive levels of
the Twenty-four solar terms in modern society”. The
survey was conducted in Liaoning Province, China,
and two questionnaires were designed for students
and parents to select respondents by random
sampling. The conclusions show that 72% of the
sample population knows some names of the TST, but
they do not understand their characteristics and
customs; 33% of the sample population believes that
most of the young people were growing up in the
information age with lacking of intimacy to land and
nature. It was one of the factors that made the TST
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difficult to be inherited. 42% of the sample population
believes that the task of inheriting the TST should
focus on the school. 98% of the sample target groups
support to distributing the TST as a cultural event in
the school. Schools are the educational base that bears
the responsibility of cultural communication. It plays
a cultural communication role in modern society.
Offering the TST in school will encourage students to
effectively practice Chinese cultural heritage.

Figure 3: Chinese Taoist philosophy: nature of Taoism is
unity of man and heaven.

The TST are system of seasonal management for
agriculture, folk activities and festivals on the basis of
the Taoist philosophy of "Man and Heaven". Children
are the sons of nature, and the TST are nature's time
order and guidance of life. Children learn the TST
from an early age, and when they grow up; they will
consciously respect the time rhythm of nature and do
something meaningful to humanity, the natural
environment and society. Children can perceive
natural time order while learning the TST. Learning
and mastering the TST can free children from the
mechanical time and enjoy the natural time.
Researching on the TST in educational field is not
only a contribution to Chinese children, but also
worldwide children.

2

LITERATURE REVIEW

What is the TST?. The annual cycle is the basic
characteristics of natural time (Liu Xiaofeng, 2015).
Ancient Chinese used Yin and Yang to summarize the
seasonal changes from winter to summer in the year.
This is an intricate system incorporating both solar
and lunar patterns. The length of the month measured
by the moon phases is the “Yin” calendar, while the
length of the year measured by earth’s orbit of the sun
is the “Yang” calendar. Together they form the
twenty-four solar periods.
As seen in Figure 2, the Chinese calendar is shown
in 360 degrees. Each fifteen-degree section is one
solar term. Two of these solar terms correspond to
one international calendar month. The moon phases
can also be shown in degrees, see figure 5.
Fundamentally speaking, the TST system is based
on accurate observations and understanding the law
of solar cycle changes. Ancient people invented this
system to engage their life with nature because most
of them were farmers who planted in the spring and
harvested in the fall. As the change of seasons is very
important in agriculture, they observed and
investigated the relationship between seasonal
change and astronomical movement to create the TST
system which was used to manage their annual
agricultural time, especially for sowing and
harvesting (Liu Xiaofeng, 2015). The TST are used to
reflect changes in the four seasons, temperature,
rainfall, phenology, etc. This is a summary of the
experience of the ancient working people in China in
the farming season and is an important part of the
Chinese traditional calendar system and its related
practical activities. Concept of the TST has affected
the life of Chinese people for more than 2,000 years
since its origin.

Figure 4: Diagram of China's TST and seasonal time.

Figure 5: Phases of the moon orbiting around the earth
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concern. The Chinese Ministry of Culture said: "The
success of project declaration is not the end of the
mission, but it is just another milestone in the work of
non-legacy protection" (ZhangBo,2017).

Figure 6: The earth rotates around the sun for a return year.

2.1

The Status Quo of the TST

As the TST system is the knowledge of time
management between solar movement and human
activities in year-round, it played historically an
important role in many cultural aspects, e.g.
agricultural production, national affairs, and
traditional lifestyle. Because of social changes in
modernization, the TST are facing a survival crisis
and need to be seriously protected.
Modern Chinese social structure has a trend to
change from agricultural to industrialized societies
within the acceleration of urbanization process.
People respond and accept precisely modern
measurement of time, and almost neglects the
relationship between seasons and the solar terms.
After the founding of the Republic of China, the use
of Chinese traditional calendar was replaced by the
Western Gregorian calendar, the recent official
calendar of the republic.
Although the TST system is still retained in the
national almanac issued by the government, its
cultural importance has significantly dropped in the
field of modern agricultural production and lifestyle.
This phenomenon makes the cultural role of the TST
be nearly forgotten. Its function in daily life is no
longer outstanding. It seems that every cultural aspect
is being reduced or lost. For example, function as the
time markers is greatly reduced; using the time node
for national custom is completely lost; traditional
activities have been greatly reduced; function as
agricultural guidance is evidently decreased. (Zhang
Bo, 2017)
However, it was recently selected as the UNESCO
Representative List of Human Intangible Cultural
Heritage on November 30th, 2016 (China
Agricultural Museum, 2016). This is an important
event in the history of its development, and it is also
a turning point in revitalizing the TST system to the
modern history of humanity. As soon as the good
news came out, it immediately caused widespread
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Figure 7: China's TST are listed on the UNESCO Intangible
Cultural Heritage on November 30, 2016

Figure 8: China's TST guide agricultural production. The
picture shows the Bearded Grain solar terms（It is the 9th
of the 24 solar terms，June 5, 6, or 7, the end of the graingrowing season and the last chance for sowing)

2.2

Application of TST in Other Fields

Although the role of the TST in agricultural
guidance has been reduced, their values are still
preserved and inherited in other fields, e.g. traditional
medicine and education. Chinese traditional medicine
deals significantly with relationship between man and
nature. The earliest medical book “Huangdi Neijing”
records that People’s health communicates with
heaven and earth. Changings of seasons, day and
night as well as geographical environments have
influence on one’s body.
The most distinctive feature in this classic book is
the “Solar Qi” which is considered as the echoes of
the TST being used in clinical diagnosis and
treatment (Fang Wei, 2016). Human body can feel
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changes of the nature in forms of solar and lunar
movements, seasonal changes, cold and warm
temperatures as well as philosophical concept of the
Ying and Yang.
Living between heaven and earth, people’s life
depends on their changes which can cause death or
alive. They, therefore, must understand these changes
to adapt their lifestyle for suitable longevity as
"NeiJing" emphasizes that people must adapt
themselves to live in seasonal transition for their
quality of health and longevity. On the other hand, if
people neglect to understand and adapt themselves to
live harmoniously with the nature, their body will feel
uncomfortable and prone to illness.
In the field of education, Tianyi Middle School in
Wuwei City, Gansu Province, carried out cultural
activities introducing the TST concepts through
farming and harvesting experiences. The activities
aim that students understand how the TST guide the
farming activities. Through the activities, students
learned about origins and legends of the solar terms
as well as lessons of agricultural activities that are
related to the solar terms. Through the participation in
the TST, the students really understood function of
the TST and recognized the importance of the
Chinese traditional calendar.

3

METHODOLOGY

The discipline of this study is based on “cultural
consciousness” proposed by Fei Xiaotong (2019,
Libo) who is a famous sociologist and the first one to
propose this concept in the second high-level seminar
on sociocultural anthropology held in 1997. “The
concept deals with phenomena of cultural selfawareness and self-creation occurring among
different cultural groups which are facing cultural
conflicts. Cultural consciousness is also a kind of
cultural accumulation, which provides the potential
for the development and creation of culture.” With the
discipline, the authors aim to test and analyse
people’s cultural consciousness about the TST in
three steps: 1) situation of people’s cognition, 2)
situation of people’s inheritance, and 3) people’s
expectation of revitalization.
The regional target of this study was Liaoning
Province, north-eastern China, where agriculture has
been the primary industry since ancient times.
Historically, the TST has not only guided farming
practices, but also cultural practices such as the origin
for household names and the twenty-four festival
songs. While it is true that elders can still sing the
twenty-four festival songs, the new generation is no
longer able. It is obvious that at present the loss of
TST culture is great in Liaoning Province.

Figure 11. Map of Liaoning Province, China.
Figure 9: The relationship between the TST and Traditional
Chinese medicine health.

Figure 10: Children becoming closer to nature while
learning agricultural practices.

To obtain data on the cultural consciousness of
modern society in Liaoning, this project uses a
combined method of questionnaire sampling and indepth interviews, and the target group is composed of
students and their parents in the target area. Data
collection has been carried out by surveying opinions
of the target group about their cultural consciousness
in the TST. The questionnaire survey was chosen as
the tool for receiving the raw data. Five hundred
questionnaires were randomly asked the target group,
and two parents were chosen for in-depth interviews.
As a result, the survey conducted questionnaires for
different areas, different ages, different educational
backgrounds, and different occupational groups. This
questionnaire survey was completed by our team
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composing of six members: one university teacher
and five undergraduates.
The questionnaire entitled, “Cognition and
Inheritance Levels of the Twenty-Four Solar Terms
in Modern Society” was completed in June 2018. The
questions compose 1) the level of awareness and
inheritance of the TST in contemporary society, 2)
parents’ attitudes towards family education and
public education, and 3) what responsibility and
expectations are assumed by the school as an
educational base. All questionnaire data were
checked and verified by the research team, and results
were transferred into statistical display for analysing
percentages of the target group’s characteristics and
cultural opinions dealing the TST.

Figure 12: A questionnaire survey was conducted among
students in Liaoning Province, China.

above. Regional distribution shows that 68% of the
target group live in central urban areas, 22% live in
urban and rural areas, and only 8% live in rural areas.
Occupations of the parents in the target group
included unit leaders, private business owners,
Employees of Government Institutions, hired
employees, self-employed persons, as well as
unemployed, retirees, housewives etc.

4.1

People’s Cognition

4.1.1 Cognition Level of Elders Is Higher
than That of Young Generation
According to the perspective cognition, elders have
level of cognition about the TST higher than that of
young people. China used to be an agricultural
society, and Liaoning province was a big agricultural
province. Most of families had rural backgrounds.
After China resumed the college entrance
examination in 1977, many young people migrated to
urban areas for work and study, leaving the
countryside gradually and resettling in cities.
Therefore, people born before 1970 were generally
more aware of the TST. This group of people can
clearly remember the time order of the solar terms and
understand their specific dates and characteristics.
Most of them can still sing the TST song. On the other
hand, young people know some names of the solar
terms but do not understand their characteristics and
customs. Moreover, most cannot remember the time
order of the solar terms and cannot sing the solar
terms songs.

Figure 13: Questionnaire survey conducted among parents
of students in Liaoning Province, China.

4

RESULTS AND ANALYSIS

According to the total questionnaire of five hundred,
438 were valid responses. The result of this
questionnaire includes responses of 176 males and
242 females, both of which have an age range from 8
to 60 years old. Among these respondents, there are
4% from primary schools, 46% from junior high
schools and high schools, 48% from junior colleges
and undergraduates, and only 2% from masters and
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Figure 14: TST poetry as a song composed by choosing
Chinese character from TST names for memorizing. The
following sections are the twenty-four solar terms songs.

4.1.2 Cognition Level of Educated People Is
Higher than That of Comparatively
Lower One
The difference in educational levels was found to
relate to the cognition of the TST. People from higher
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education had a better capability in understanding the
roles of the TST in cultural situations. The degree of
education also determines that social roles are
different from living educational concepts are
different, and preference for traditional culture is
different. Therefore, the proportion of education in
the study population has a great influence on whether
the TST can be transmitted and accepted in the
population. Because the proportion of people with
higher education level is larger, the probability of
traditional culture spreading and being accepted is
relatively large.

sun's movement into 24 equal parts. Each equal part
is a "solar term," collectively referred to as " TST."
The lunar calendar in astronomy mainly refers to the
calendar arranged by the cycle of the moon around
the earth.

4.1.3 Cognition Level of Current Situation
of the TST in UNESCO Is Moderate
Most people do not know that the TST is now a
world's intangible cultural heritage; only 40% of the
target group knew the status. The result shows that
people have little understanding of the historical and
cultural values of the TST. In fact, being rated as
intangible cultural heritage is an important turning
point in its revitalization. Perhaps the government has
not promoted the TST enough.

Figure 15: Percentage of respondents that aware of the
acceptance of the UNESCO acceptance of the TST as an
intangible world heritage.

4.1.4 Cognition Level of Perception of the
TST Is Not High
According to the question, "Are the TST solar or
lunar calendars?" only 22% of the respondents were
correct, 6% of them were unclear, and 72% of them
confused it with the lunar calendar.

Figure 16: Percentage of respondents that believed the TST
were based on solar or lunar calendars

4.2

People’s Inheritance

4.2.1 Cognition Level of Current Situation
of the TST in UNESCO Is Moderate
Strong sense of inheritance is moderately high:
Although the TST have gradually moved away from
people's daily life, the target group still has a strong
sense of inheritance. According to the question,
“Should the Twenty-four Solar Terms be inherited?”
66% of the target group believed that the TST has a
huge impact on the lifestyle of Chinese people and the
terms should be passed on to the next generation.
However, 30% of the target group believed that the
TST has little impact on the modern lifestyle, yet they
also believed it should continue to be passed on. Only
4% believed that the loss of the TST does not greatly
impact modern lifestyle, indicating the sense of
cultural consciousness is quite weak. In the
occurrence of a strong sense of inheritance among the
target group is a huge contrast to the current situation.
Although the TST are getting farther away from a
modern lifestyle, the consciousness of inheritance is
still very strong. Most have a high potential in
recognizing and revitalizing the cultural value of the
TST and are also expecting the TST to be applied to
their lifestyle in a new format.

In fact, the TST are the solar calendar in the
traditional Chinese calendar. It is a knowledge system
and social practice formed by the Chinese to observe
the sun's yearly movement and to recognize the
changes in the seasons, climate, and phenology of the
year. The ancient Chinese divided the trajectory of the
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dumplings every winter solstice. The celebrations of
winter solstice are widely varied in the different
regions of China. Unfortunately, many young people
today know little about the specific dates and features
of other solar terms.

Figure 18: The Qing Ming Festival is a national holiday in
which people return home to worship their ancestors.
Source from internet: Banbaowang (2019.
Figure 17; Should the twenty-four solar terms be passed
down? Answer situation

4.2.2 Inheritance of Some TST Are
Promoted as National Festivals by
Government Policies
Two national Chinese festivals still practiced today
are the Qing Ming and Winter Solstice festivals. The
Qing Ming Festival (or the stepping grass festival) is
on the fifteenth day after the spring equinox. During
this festival, people go to their ancestors’ tombs to
worship and pay respect. As it has been important to
people’s way of life since ancient times, therefore the
government of China has officially promoted this
festival as a three-day national holiday. The Winter
Solstice Festival is held on December 21-23 of the
Gregorian calendar each year. The winter solstice is
the shortest day of the year, and from this day Yang
Qi which is the warm air slowly begins to rise, the
weather gradually warms up. The ancients regarded
the winter solstice as a lucky day, for which a winter
festival was performed to worship ancestors. Winter
Solstice Festival is not a national festival, yet there is
a Chinese folk saying that "winter is as big as the
year." Winter Solstice is also known as "small year."
As the winter solstice arrives the New Year is just
around the corner, so the ancients believed that the
importance of the winter solstice is no less than that
of the New Year. The traditional custom of offering
sacrifices to ancestors in the winter solstice still
continues in some coastal areas of southern China. In
some parts of northern China, it is customary to eat
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4.2.3 Inheritance of the TST Has Been
Lacking, Resulting in a Low Cultural
Consciousness Influenced by Modern
Society
Young people are growing up in the information age
of modern society. This socio-cultural circumstance
leaves the next generation lacking the sense of
closeness to the earth and nature. Without such a
sense, it would be difficult to inherit them. The sense
of connectedness to nature is one of many factors that
could educate and encourage people to understand the
cultural importance of the TST in the future. Existing
national promotion of cultural awareness does not
seem to have an effect on people's enthusiasm for
inheriting endangered cultures. The lack of good
inspiration in practicing traditional rituals and
cultural festival is one of the important factors that
make culture difficult to be sustained. Reduction of
social practices and fewer opportunities for cultural
learning are also a factor leading to the
marginalization of the TST in the modern social
context. Transformation of society and increasing
modern urbanization have made people gradually
move away from nature, which is the main reason for
the low awareness of TST today.

4.2.4 The TST Still Have Practical Value for
Our Life and Culture
Most people consider that the TST are significant to
the agricultural context in modern society. The TST
reflect accurately the periods of seasonal changes,
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which are then incorporated into farming proverbs to
be a guide for effectively farming practices. Many
people like the TST because of their important
astronomical insight. For example, the spring equinox
and the autumn equinox equally divide the year. The
shortest night is summer solstice and the longest night
is winter solstice. Many people enjoy the folk
customs and traditional cuisine of the TST. For
example, it is customary to eat spring cake for the
beginning of spring, noodles for the summer solstice,
dumplings for the winter solstice, as well as activities
such as flying kites at the Qingming festival. Even
Chinese traditional medicine’s philosophical method
of curing and healing follows period changes of the
solar terms. It can be said that the TST are a guide for
people to know the right times to merge their daily
life to the nature of seasonal changes.

4.3.2 Most of Parents Are Willing to Study
the TST with Their Children
According to the survey, 54% of parents are willing
to participate in parent-child activities related to the
TST to help them develop a good awareness of
nature. However 32% of parents expressed their
unwillingness to join due to busy work schedules and
already having little time with their children. It is
worth noting the desire to learn the TST does not only
occur among the children, but also parents desire to
learn it together with their children. Even though the
knowledge of the TST is lacking in modern society,
it can be revitalized by supporting children and
parents to learn the TST side by side, which would
also cultivate the parent-child relationship.

Figure 19: The vernal equinox and the autumn equinox are
equally divided. The summer solstice and winter solstice
are illustrated in the shortest and longest nights of the year,
respectively.

4.3

People's Expectation of TST
Cultural Inheritance

4.3.1 Children Are the New Force to Inherit
the TST
The survey shows that 84% of children are willing to
be guardians of the TST culture. The TST involve
solar, animal, plant, weather, temperature and
seasonal changes, which can help children better
understand and perceive nature and its time order of
seasonal changes. Children have the advantage of
absorbing information easily and a good memory. If
children have an opportunity to learn the TST from a
young age, they will consciously respect the time
rhythm of nature and contribute something
meaningful to humanity, the natural environment, and
society.

Figure 20: Responses of Parents willing to participate in
educating their children on the TST.

4.3.3 Children Are the New Force to Inherit
the TST
According to the survey result, 42% of people believe
that education in schools is an important way to
inherit the TST. People have a high degree of trust in
educational institutions. The educational atmosphere
at schools is more advantageous for children to
successfully learn the TST. Also, 25% supported
education in families. In family life, parents are the
everyday teachers of children, and education in a
family is the foundation of life education. Parents can
pass on their knowledge of daily life to children. As
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children grow, schools become the mainstay because
of its more comprehensive education. Education in
schools fulfils what is lacking in family education by
using the availability of the learning atmosphere and
educational resources. As an important institution of
education, schools can link to family education to
provide two learning tracks for children, thereby
providing opportunities for cultural practices in
connecting and improving life in modern society.

to promote the TST will be an effective way to
revitalize this intangible cultural heritage of China.

Figure 22: TST reflect the seasonal transition.

Figure 21: Survey participants’ opinion on who bears the
responsibility for TST education

5

CONCLUSIONS

The TST reflect clearly a relationship between
Chinese people and the laws of nature: respect,
conformity, cosmological knowledge, precious time
of seasonal changes, and daily life activities in
accordance with nature. Although it is an indisputable
fact that the role of the TST in people's daily life is
decreasing, it still has much cultural significance and
social functions in the modern society of China. In
order for the next generation to protect and inherit this
cultural value in a lively manner, it must be combined
effectively with people's lifestyle and able to maintain
its significance to the modern context. The function
of the TST system in agricultural guidance has faded
away due to rapid lifestyle changes in the modern
world. Although revitalizing the TST in a modern
context is a challenging task, it can be done;
beginning with assigning cultural value to activities
in people’s daily life in seasonal changes, food, and
health. The use of the educational institution as a tool
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Figure 23: Folk activities in the TST.

Revitalizing the TST of Chinese traditional
culture is a complicated and long process. In recent
years, the People’s Republic of China has
dynamically advocated the revival of traditional
culture. It seems the revitalization process might
begin well with the young generation who still have
the potential to learn and practice many almostforgotten Chinese pearls of wisdom. The TST are a
time guide for Chinese people to understand natural
phenomena: the relationship between the sun,
animals, plants, weather, temperature, and
agriculture. It is suitable for children to understand
and learn these concepts，Children can discover
nature and experience folk customs. Because the TST
are the philosophical and cultural basis for Chinese
people to carry out folk activities, the effective
inheritance of TST will affect children's
understanding of nature and traditional Chinese
culture in a deep way. This understanding influences
the next generation’s worldview and outlook on life
in modern society. Children's contact with and
knowledge of the TST will inevitably lead many
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parents study together, which will have a direct and
positive effect on the revival and inheritance of the
TST. The TST will bring people closer to nature and
their heritage. Children are China's future and hope.
They are the new force to revive and continue
Chinese culture and revitalize the Twenty-four Solar
Terms.
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Abstract:

The proposed research aims to find out the meaning and function of symbols that are in the visual
identity of the luggage label inns of the Dutch East colonial era. The object contains elements in the
form of text and iconic architecture that is unique in it. The target to be achieved is collecting and
analysing the object of study, then the synthesis results will be used as the basic material for the
preparation of the historical graphic design reference book and the architecture. The method used in
this study is critical discourse analysis van Dijk's model, where the study of object research in addition
to the study of material objects, also be associated with a social context to understand certain goals and
practices, including the practice of power as a form of social practice, this causes a dialectic among
certain case events with the situations and social structures that shape them. Discourse it is also known
that practices have emerged for text dimension, social cognition, and social context that appears on
objects of the visual identity of luggage labels in the colonial era. The final results of this study illustrate
how the process of unification and modernity carried out by the Dutch East Indies colonial government
can be read through luggage label inns tourism promotion media and can be used as a marker of the
era.

1

INTRODUCTION

The 1930s, European and colonial private companies
in the Dutch East Indies had built several hotels in
several cities or rural areas, which still had natural
and exotic nature. As it is known that these activities
can be proven through a series of activities that lead
to this direction, among others, the colonial
government organized tourism activities which were
coordinated under the association of the office of the
Dutch East Indies Association known as Vereeniging
Toeristen Verkeer (VTV). The object of tourism
promotion is introducing lodging houses for travelers
from Europe or America who come especially on
Java.
This form of promotional media is very unique
because it is only manifested in a 5 to 7", piece of
pictorial printing paper, by attaching it to a tourist
luggage bag. The luggage label image itself contains
the object's visual identity of the hotel which is
supported by illustrations of lodging buildings, some
tilaof which describe the scenery around the hotel,
generally made by Dutch advertising agencies. The

formulation of the problem from this research is how
is the visual construction of tourism promotion of the
Dutch East Indies period through the visual idioms of
luggage label inn drawings.

2

STUDY OF LITERATURE

Architecture is the art of building plans for human
beings who intend to seek safety and comfort for the
well-being of their souls and bodies and to fulfill selfsatisfaction in creating beauty (Pamungkas, 1988).
The existence of architecture in Indonesia generally
consists of classic-traditional elements, vernacular
and contemporary new buildings.
Judging from the physical buildings that exist in
Java, the Dutch East Indies architecture at that time
found buildings that were influenced by the style of
Dutch Revival (The Dutch Colonial Style) others give
the term nieuwe bouwen, where the object was
adopted from architectural influences that developed
in mainland Europe in the early 19th century
(Hadinoto, 2010).
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The modern European style was then, to later be
combined with traditional Indonesian elements
(Indische) which were adapted to Indonesia's tropical
climate, some Dutch architects and academics
developed a new discourse known as New Indies
architecture. This architecture was influenced by a
new generation of Dutch architects who attended
school in the Netherlands and introduced Modernism
in the Dutch East Indies. Some Dutch architects also
began experimenting with new materials in making
"Dutch Traditional Local" buildings with tropical
architecture. This gave rise to the emergence of
architecture from Traditionalists to Modernists in the
Dutch East Indies. (Tjahjono, 1998)
The architecture of hotel buildings in the Dutch
East Indies in 1924-1930, some of which absorbed the
Nieuwe Bouwen architectural style (cuboid and
straight roof). The style of Nieuwe Bouwen is
actually the term for the building style after the 1920s
which is a follower of the International Style school
(Handinoto, 1996), as Akihary revealed in his book
Architectuuren Stedebouw in Indonesia 1870-1940
(Akihary, 1988).
The style of art deco architecture that emerged in
the Dutch East Indies was formed by adopting and
absorbing local architecture, giving birth to a style not
found in Europe or the Dutch East Indies, which
eventually resulted in a new design and was known as
the colonial style of indies (Pratikno, 2014).Art deco
also developed in the depiction of visual objects in the
art of printing, one of which was developed by Dutch
graphic artist Jan Lavies in the 1930s. At that time the
printed works that appeared from technical visuals in
the form of blocks, some of which were in the form
of typical gradations. It can be seen from the coloring
that uses primary color blocks. Visual objects in
addition to describing architectural forms, as well as
other images that take local visual idioms, as
examples of classical archipelago buildings, colonial
infrastructure such as bridges and of course natural
scenery. The atmosphere created implies indies and
exotic expressions.
According to Barzun & Graff (1970) in his book
The Modern Researcher it is said that images as a
work of art are part of historical sources that are
grouped in the classification of notes or delivery
records of planned facts. Data obtained from the
transfer of material in the form of pictures or figures,
reproduction of prints, whether in the form of
ornaments, graphics or photography on printed
products, is an accurate source of data and invaluable
historical evidence. (Garraghan, 1957)
Luggage label images are one of the visual culture
products in the Dutch East Indies colonial period. the

general term used to refer to it is luggage label, which
is a small paper medium that is used by way of
sticking to the luggage of travelers so that the luggage
label image will always be seen by anyone who
identifies that person has come or stayed at the hotel
(Banindro, 2018).

3

RESEARCH METHODS

This research is a qualitative descriptive study with a
critical discourse analysis approach Teun A. van Dijk.
Analysis of Critical Discourse van Dijk's model has
operationally three spatial dimensions, namely text,
social cognition, and social context. (Haryatmoko,
2017). Basically, critical discourse analysis is a way
to further examine how social practices presented in
the media.
The core analysis of van Dijk's model is
elaborating on these three dimensions to produce
analysis that is not only based on text but also uses
social practices in it. In the first dimension of the text
dimension, this activity is used to emphasize a
particular theme in order to clarify and examine how
structure and discourse are used.
Social cognition serves to examine how the text is
produced, the basic core of social cognition is the
activity of individuals within the social sphere within
the framework of ideology because this will form the
norms, values, and principles which will be driven by
a group. The social context studies how a discourse
building is produced. Through this research, critical
discourse is expected to be able to dissect the meaning
behind the attributes of colonial period luggage label
images, review the artistic motives and objective
accuracy of the situation in his day.

4

CRITICAL DISCOURSE
ANALYSIS

Hotel des Indes text dimension, the hotel des Indes
luggage label image (Figure 1), is expressed in the
form of a 5" centered circle. The visualization
presents images of the hotel des Indes buildings in
white and blue, printed with the lithography
technique of art deco by Dutch printing artist Jan
Lavies in 1930. In the object, there is writing on the
name of the hotel, namely Hotel des Indes using
Batavia text, Java images and silhouettes Borobudur
temple with a Futura model typical of a European
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accent and a coconut tree silhouette as the upper left
frame of a luggage label picture.

ornamentation, and a game of building masses that
are plastered by the existence of a tower. The towers
are generally not functional, only a vertical mass
formation that compensates for strong horizontal
lines on the building's appearance (Handinoto, 1996).
Homman Hotel text dimension, a Homman hotel
luggage label luggage label (Figure 2), printed with a
press technique, on a 5" striped paper designed by
printartist Jan Lavies in 1931. The drawing elements
include the white Hotel Homman textual, Bandoeng
text and arranged red Java text from top to bottom
with a symmetrical composition in the middle of the
field, all using the Nordstroms font. There is a
silhouette of a white railway bridge pole, a steam train

Figure 1: Hotel des Indes luggage label, by Jan Lavies 1930.

Social cognition, Dutch Colonial, which was part
of the Dutch kingdom, wanted to show that as
invaders having the capital to build assets in the
Dutch East Indies, one of them was the "des Indes"
lodging. Dutch colonial saw the opportunity that local
commodities in the Indies such as Borobudur temple
and its tropical climate could be exploited through
tourism. For that, we need tourism promotion through
the media. Through the colors on the luggage label
drawings, the print artist wants to present a picture
that is beautiful, this can be seen from the shade of the
shade of the trees, the tropical atmosphere is shown
by the reddish yellow color. Art deco style is
presented to provide a new and modern way of
presenting the visualization of a promotion in the
media.
Social context, the name "des Indes" as a hotel
identity emerged at the suggestion of Douwes
Dekker, a Dutch political figure who had sympathy
for the struggle of the people of the Dutch East Indies
against the invaders (http://www.engelfriet.net). This
suggestion is in response to the "good ethical"
movement, which is a political movement to
reciprocating Dutch colonialism for colonial people
in the Indies. It is hoped that by giving this name it
could generate sympathy for both hard-line Dutch
people and to reduce the movement of anti-Dutch
colonialism sentiments.
Observing images on hotel architecture, Dutch
colonialism was an advanced and educated nation, the
hotel des Indes was built with a modern concept
which was also called the Nieuwe Bouwen
architecture, a form of architectural style that had not
existed before in the Indies. This is indicated by the
use of concrete as the main material, a flat roof, a
simple facade with hard horizontal lines,
generally white, geometric windows without
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Figure 2: Hotel Homman luggage label, by Jan Lavies
1931.

with a series of orange carriages crossing it, on the
background of the field depicting a silhouette of high
mountain blue terrain, lush silhouettes of green trees,
stretches of white rice fields and symbols of hotel
organization Paste images were printed using the art
deco lithography technique.
Social cognition, reading the visual text of a
Homman hotel postcard, the hotel manager wanted to
illustrate the ease of access from Batavia to Bandoeng
with an orange steam train as a symbol of the Dutch
empire. This at the same time wanted to show how
the Dutch colonial meritorious in opening the
isolation of the Priangan areas with a rail network
with difficult terrain.
The picture of the mountain silhouette is blue, to
show the exotic nature of West Java, the color of the
blushing red sky to describe the long tropis climate.
The stretch of rice fields with green patches and trees
in the background symbolize the prosperity of the
fertile Sundanese landscape. The NITOUR symbol
(Nederlandsche Indische Touristen Bureau) is on
display to ensure that Homman hotels are experienced
and professional as organizers of the Dutch East
Indies hotel.
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Social context, at that time, Bandung was still an
under developed region, but the Dutch East Indies
colonial government had fallen in love with the city
of Bandung and later built the Batavia-Parahyangan
railway line on May 16, 1884. Next, from just a
stopover city, Bandung became a tourist destination
and even a place to live. Cisomang Bridge is the
highest railway bridge in the Netherlands East Indies
built at the foot of Mount Cipularang, 230 meters long
with a height of almost 100 meters from the bottom
of the Cisomang river.
The construction of the Cisomang bridge is the
peak of the "Ingenieurs werk grootsch" achievement
or great engineering work (De Indische Courant,
1932). "This bridge has the highest pillars in the
Netherlands and India, and the second highest pillar
in the world, (Pikiran Rakyat, 2018)", designed by
engineer Van Der Eb. Dutchman born in the Dutch
East Indies (Indonesia) who was a graduate of the
Bandung Technische Hooge school or now the
Bandung Institute of Technology (ITB). At that time
the Batavia-Bandung route became a favorite of
Dutch citizens. Mevrouw, Meneer, Noni, and the
Dutch master and other Europeans really enjoyed the
beautiful scenery and cool air that was passed by the
C 28 steam locomotive train, with a maximum speed
of 90 kilometers per hour. (Kunto, 1984).

silhouette of a green duotone-colored coconut tree is
drawn up in front of the hotel image.
Social cognition, Grand Hotel Preanger was built
as a symbol of the position of executives and
dignitaries, Preanger planters with the rise of coffee
plantation businesses, Dutch colonial officials and
rich communities. Only Dutch people can enter and
stay at this hotel and built as a bourgeois symbol of
Europeans.
Social context, Grand Hotel Preanger Bandung
Built in the style of the Indische Empire. This hotel is
the pride of the Dutch in the city of Bandung. The
hotel building underwent renovations and was
redesigned in 1929 by Charles Prosper Wolff
Schoemaker assisted by his former students,
Soekarno was the first President of the Republic of
Indonesia. Because of the touch of these two people,
this hotel is a pride for the people if they stay at the
Grand Hotel Preanger hotel. This style is part of a
modern art architectural style combined with local
architectural elements. (Beal, 2013).

Figure 4: Grand Hotel Ngamplang luggage label, by Jan
Lavies 1930.
Figure 3: Grand Hotel Preanger luggage label, by Jan
Lavies 1931.

Grand Hotel Preanger text dimension, luggage
label (Figure 3), printed in an art deco style, was
designed by print artist Jan Lavies 1931, measuring
5". The drawing elements are composed of the words
Grand Hotel Preanger, with white colour text,
Bandoeng Java with white colour too using the
Prague Art Deco font on red colour background.
Luggage label present architectural images of hotels
with white Indisch Empire styles combined with
green. A tall, green the mountain appears on the
background of a picture of a hotel building, while the

Grand Hotel Ngamplang, text dimension
contained in the luggage label picture is the Grand
Hotel Garoet Ngamplang Java (Figure 4), printed
vertically in an art deco style measuring 3 x 4".
Designed by Jan Lavies Dutch printing artist in 1930.
Luggage label images contain visualizations of the
golf course with pictures of a golfer hitting the ball.
The blue silhouette, the white cloud and the silhouette
of the black pine tree dominate the field with the
background of the orange field focusing on the image
of the luggage label image.
The image details containing the Grand Hotel text
are blue, the Ngamplang text is black and the Garoet
text is orange and the Java text is blue, all using the
Herbie Art Deco font, at the bottom of the image area.
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The figure of the golfer is depicted wearing kneelength pants, a pet hat, a tie, and an inner vest
swinging his golf stick and watching the direction of
running the ball to the hole. The hole itself is marked
with a white flagpole. On the background of the
drawing, illustrated by the light blue mountain
Malabar and the dark blue Cikuray mountain with
thin white clouds, it implies a high mountain.
Social cognition, this luggage label picture is
about to offer the luxury of a Ngamplang hotel that
many other hotels do not have, namely golf facilities.
The sky blushes to show the Dutch East Indies in the
tropics. The portrayal of a figure of golf symbolic of
the presence of western culture in the Indies, the
figure of a golf player of the time was depicted
wearing a suit, a vest equipped with a tie, a pet hat
and special shoes (https://bogor.pojoksatu.id), they
wanted to show the Dutch very classy, luxurious and
rich. The depiction of the orange colored golf course
is a sign of the colonial kingdom's significance.Social
Context The existence of the golf course at the
historic Ngamplang hotel has been around since
1912. The pioneer was a Dutch doctor named Denis
Gerard Mulder (https://en.gogolf.co.id). The golf
course located on the back of the hotel and on the foot
plateau of Mount Cikuray is very special, in the
editorial introduction, saying that the beauty of this
golf is the game "de royal and ancient game", also
enthusiastically played in other tropical regions in the
Indies colony Golf Magazine, 1937) Golf course
facilities covering 27 hectares, as well as the Dutch
meneer resort in Garut with its cool air, almost
approaching natural coolness in Switzerland. In
historical records, comedian Charlie Chaplin once
stayed and called Garut as Switzerland van Java or
Switzerland Java (Tribune, 2014).
Hotel du Pavillon, text dimensionon the du
Pavillon hotel image (Figure 5), printed on a 4"
rhombic paper, composed of hotel writing at the top
of the field using black fonts, pictures of art deco
hotel buildings using blue duotone and text du
Pavillion in the middle and ends with Semarang text,
black Java uses fonts. Printed with lithography
techniques, the field of luggage label images is
dominated by orange as the basis of images, a
silhouette of trees and clouds and hotel figures with
black frame lines.
Social cognition, du Pavillon itself comes from
French which means "bridge". Visually, printed
artists present the depiction of modern colonial-style
modern hotels in Semarang in a perspective with frog
eyes, this is to illustrate the grandeur of the hotel
itself. The orange color is identical to the Dutch
kingdom, this is certainly to show the existence of
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theDutch colonial in Semarang. The hotel du
Pavillion architecture describes modernity in the
Dutch East Indies. The city of Semarang became the
first city to implement building laws which required
the permission of local authority buildings in the
regulation (Tjahjono, 1998).

Figure 5: Hotel du Pavillon luggage label, by unknown
name and unknowing date.

Social context, the hotel du Papillon was
originally named de l'Europe Semarang, established
in 1873, by 1913 the hotel underwent a major
renovation, this was done to welcome guests who
would attend the Koloniale Tentoonstelling event in
1914, a colonial exhibition considered the biggest in
Asia Southeast at that time. (Widyamitra, 2015)
Through the paste image, it is clear how the shape,
style or style is presented.
The hotel architecture is made by combining
European style which can be seen from the shape of a
triangular pyramid-shaped upper wall and a sturdy
pillar supporting the balcony, a blend of tropical
nature that is applied to the wide and large windows.
A distinctive feature of this architectural style is that
there are rows of pillars or columns that soar upwards
and there are gevels and crowns above the front and
back porches. The style or style presented gives birth
to a new form of European-style Indishce architecture
- little Holland in Semarang.
Grand Hotel Dieng, text dimensionof the 3 x 4"
sized picture (Figure 6) is rectangular in shape,
printed with lithography technique designed by Firm
E. Fuhri & Co. Surabaya in 1930. The san serif Euro
Style letter element reads Grand Hotel Dieng
Wonosobo in black The picture.
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Silent Movie letters, luggage labels end with black
colour frame.

Figure 6: Grand Hotel Ngamplang luggage label, by Jan
Lavies 1930.

On the front shows an art deco-style hotel
building, there are pictures of native servants in a
typical hotel uniform. The supporting elements are
pictures of cars, silhouettes of two Hindu temples on
the left are green and right are black, the object ends
with a background image of Sumbing mountain.
Social cognition, the visualization of luggage
label is to bring a calm, cool, warm and friendly
atmosphere as well as imaged through a touch of
harmonious colors of primary color that dominates
this sticker. Through the visualization of luggage
label, the traveler community was assured of the
presence of hotel service and service transportation
facility with European standards in the interior of
Java. Pictures of cars in the foreground indicate
that modernity has become the main standard. The
depiction of temple silhouettes to show many ancient
sites in the region as well as being used as a
commodity of attraction for travelers.
Social context, JW Muthert is the founder of the
Grand Dieng hotel, this rich Dutchman built a hotel
after many people from Europe visited ancient sites
and the natural beauty of the cool city of Wonosobo,
in the end, the Grand Hotel Dieng was crowded with
tourists. The beauty of Dieng made Charlie Chaplin a
very famous silent film actor at that time to spend
time in Wonosobo and stay at the Grand Hotel Dieng.
Not only Chaplin but a number of other important
European people have also been guests at the hotel,
such as Princess Astrid from Belgium who had visited
twice, also King and Queen Rabibadhana from Siam,
now known as Thailand (Laksmi, 2017).
Hotel Toegoe Djogja, text dimensioni mplied in
the 3 x 5" sized picture (Figure 7) is the white Hotel
Toegoe writing, the red Djokja text and Nederland
Indische Veereniging Hotel text in blue colour with

Figure 7: Hotel Toegoe Djogja luggage label by Jan Lavies,
1930.

The illustration of the hotel building is depicted
with a decorative pattern of blue duotone nuances that
dominates the hotel paste. The print artist Jan Lavies
described the building as a frog eye perspective, so
the hotel building looked magnificent. The picture of
a red cabriolet car looks parked at the front of the
building, the silhouette of the blue nipah leaf midrib
and the sky blushes into the upper frame of the image
area.
Social cognition, this visualization of luggage
label drawings was designed by print artists to
describe the atmosphere of Djokja as the warm and
peaceful center of the Hadiningrat Sultan's Palace.
The modernity of the hotel was built through the
depiction of a luxurious 1930s cabriolet car, bright air
and solar heat imaged through the blushing of the sky
and the tropical plants of the genus Palmae, Nipah.
Black as a background and a frame of luggage label
images presents an elegant impression of the grandeur
of the hotel itself.
Social context, hotel buildings patterned with
Dutch Revival are part of the art deco spirit that gave
birth to the Indies colonial style, built in 1927. During
the colonial period, the Toegoe Hotel was a transit for
Dutch officials traveling between Surabaya and
Batavia by train. The hotel's architecture looks
saddle-roofed, its facade is firm and prominent
soaring to cover the roof. Above the top of the
building, there are short tiered columns placed

495

ICONARTIES 2019 - 1st International Conference on Interdisciplinary Arts and Humanities

symmetrically. The other two towers beside it are a
distinguishing feature between the main building and
the clamp reinforcing the art deco of its time.
Bouvenlicht or boven window at the top of a curved
door, this is decorated with colorful stained glass
ornaments, becoming one of the characteristics of the
tropical Indies building.

Figure 8: Hotel Oranje luggage label by Jan Lavies, 1930.

Hotel Oranje, text dimensionin a 4 x 7" luggage
label image (Figure 8) consists of the Oranje Hotel
Soerabaja writing colored alloy yellow, white and
orange using the Facets NF font, red Java writing. The
hotel building is visualized in monochrome shades of
yellow, the sky is depicted by an orange, orange, and
yellow curve gradation. In front of the hotel is a
picture of a cabriolet car parked in orange. The black
and gray silhouette of the trees adorns the upper right
side of the luggage label image.
Social cognition, through the luggage label
images of the Oranje Hotel, print artist Jan Lavies
wants to bring the warm hospitality of Surabaya to
the edge of the island of Java. The grandeur of the
Dutch face hotel is portrayed glamorously with
classic art nouveau-style hotel facades and minarets.
As a general luxury hotel, transportation facilities are
the mainstay of lodging, the depiction of open
cabriolet cars shows that hotel services are very
classy in attracting prospective travelers.
Social context, colonial Indies style Art Nouveau
hotel, built in 1911. The name Oranje is pinned to the
name of the hotel by owner Lucas Martin Sarkies,
taking the name of the Dutch hero, Willem van
Oranje. In 1936, Prince Leopold III and Princess
Astrid of Belgium and famous film star Charlie
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Chaplin who was accompanied by his wife, actress
Paulette Goddard, and Joseph Conrad, a BritishPolish blooded novelist stopped at this hotel.

5

RESULTS

Art Deco is a symbol of efficient modern life and a
graceful lifestyle (Arief, 1999). The Art Deco style is
a style that uses historical and traditional ornaments,
so that Art Deco can be regarded as a style that has
local content. Every country that accepts Art Deco
style always develops it individually. Art Deco in a
place will be different from Art Deco in another
place, but overall they have the same spirit of
openness to something new, so that Art Deco works
are almost always innovative and experimental
(Kompas, 2010).
Modern in the context of the adoption of western
cultural architecture into the Dutch East Indies,
interpreted as colonial revivalism is daring to be
different and new, appear more attractive than others
and not ancient all of which is manifested by the
choice of striking colors, unusual proportions,
material that new and decorative. The results of this
work are almost always innovative and experimental.
The development of Art Deco could not be separated
from the influence of the situation and conditions of
the era, were at that time in Europe there was an
ongoing industrial revolution, the public was
fascinated by the presence of inventions and
technology that developed rapidly.
Indies style is the term for all cultural products in
the late Dutch East Indies colonialism applied to the
design of architectural buildings. The molded art deco
style appears with a flexible, neat, and artistic contour
line forming objects combined with flat colors and
tends to block by the hand press printing process. This
style became the mainstream of visualization of the
design of printed designs in the early 20th century.
The style of indies was a mixture of modern design
styles that developed in Europe in the 19th to early
20th centuries (such as Victorian style, Art Deco,
Plaque, Art Nouveau) with exoticism Indonesian
traditional art pioneered by Dutch artists or graphic
designers (from visual documentation of the VOC era
to professional advertising designers brought in by
ANETA advertising companies) (Riyanto, 2005).

6

CONCLUSIONS

The modern aesthetic style of promotional design
during the reign of the Dutch East Indies, in general,
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is the absorption of European aesthetic styles that are
implemented through lifestyles, especially the choice
of objects. Even though it is still limited in big cities,
this phenomenon shows the openness of the culture
of the people in the archipelago to absorb new cultural
trends and the tendency to absorb modern images.
(Sachari, 2010)
The graphic design style of the Indies developed
in the colonial period of the Dutch East Indies and
experienced the peak of its artistic development in the
1930s. The design style developed by Dutch graphic
designers is a combination of modern design styles
that developed in Europe in the early 20th century
with visual art which is a product of local culture.
(Arif, 1999) As a final conclusion, from the analysis
of artifacts in a work, a hotel architectural drawing in
the Dutch East Indies colonial period reflects the style
of a zeitgeist era which can be read from formal
elements such as images, sizes, visual styles, colors,
printing techniques, and others.
The development of the use of promotional
luggage label at that time was a way of introducing
the colonial to offer eastern Indian exoticato
European and American travelers. According to
Sunjayadi in his book discussing the history of
tourism in the Dutch East Indies, the promotion of
tourism coordinated by the Dutch East Indies tourism
association Vereeniging Toeristenverkeer (VTV),
was one of the steps taken to represent colonial
colonies. (Sunjayadi, 2007)
The description of indies architecture is a
reflection of moderism strengthening the modernist
ethos by combining indigenous architectural
elements so as to create a distinctive Indonesian
modern architecture, a search for new architectural
styles, a style that represents the Dutch Indies cultural
identity. The spirit of the era will also be seen in the
visualization display. There are luggage label images
that are not only appearing as objects of visual
language, not merely the result of contemplation of
graphic designers but at the same time showing their
ability to appreciate and present the factual conditions
of their time in visual works general is the absorption
of the European aesthetic style which is implemented
through the depiction of the architecture of the hotel,
even though it is still limited to large cities, this
phenomenon shows the openness of the culture of the
people in the archipelago to absorb new cultural
trends and their existence into the tendency to absorb
modern images. (Sachari, 2007).
The final object of graphic works that use the
hotel's architectural icons, has given birth to a
monumental, nostalgic, and valuable historical and
historical documentation. Hotel architectural luggage

label images, which by contemporary times are more
closely labeled as icons, are capable of being a marker
of a city's locality. The product of luggage label
drawings of his time has now ended its task as a
promotional media running, now it has become a rare
item and commodities that are traded solely in the
name of economic value.
The application of visual forms of hotel
architecture is not only a marker and an imprinted era
but also as a form of artistic responsibility of artists
who are critical and able to bring insight as a marker
of changing times. The power of civilization through
the art of printing luggage label has
marked visual culture, which is now better known
as the Indis Graphic style.
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APPENDIX
ANETA : Algemeen Nieuwsen Telegraaf Agent
NITOUR: Nederlandche Indische Touristen Bureau
ITB : Bandung Institute of Technology
VTV
: Vereeniging Toeristen Verkeer
VOC
: Vereenigde Oostindische Compagnie
DEI : Dutch East Indies
ACD
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Abstract:

This study examines the speech sound in selected children's song lyrics by AT Mahmud. The speech
sound is divided into two characteristics, segmental and suprasegmental characteristics. Segmental
characteristics are characteristics of sound that refers to orderly arranged sound units, while
suprasegmental features or called prosody traits are sound features that cover more than one sound
segment, namely pressure, joints, length of sound, and pitches that include tone and intonations. The
objective of this study is to describe the characteristics of speech sound in a suprasegmental manner on
selected children's songs by AT Mahmud, especially the musical speech sound by paying attention to
the words or lyrics in the children songs. The lyrical and musical characteristics which are mutually
integrated create beautiful harmonies in children's songs. This study uses a descriptive method with
three stages, namely data provision stage, data analysis stage, and the presenting of data analysis results
stage. The data analysis is conducted after the data classification. The result shows that the speech
sound of the chosen Dendang Kencana's song lyrics has nearly the same characteristics of language and
musical sounds which based on the identification of the suprasegmental characteristics of the musical
lyrics.

1

INTRODUCTION

Sound is the main element in the music. It can be
produced by speech organs or musical instruments.
Sound produced by speech organs usually called
vocal music. These vocals can be explained as sounds
produced by speech organs. Whereas in language,
technically, according to Kridalaksana (1983: 27)
sound is the impression on the ganglion as the result
of the eardrum vibration which reacts due to the
changes in the air pressure. While speech soundsare
units of sound produced by speech organs which
observed as "phone" and in phonemic as "phonemes"
(Chaer, 2007: 43). Accordingly, the speech sound and
the vocal music sound are interpreted as the sounds
produced by speech organs. Songs as chants that are
recited have interesting peculiarities.
The importance of pronunciation for the
understanding of a conversation also applies in
singing at the time when the lyrics in a song are
pronounced based on a series of melodies. If a
conversation cannot be understood properly just
because of the pronunciation error, the grammatical
and lexical elements in a meaning will disappear.
Likewise in pronunciation of lyrics in a song, good

pronunciation will make it easier to understand the
spoken words. So that fluent reading is not enough
because there are melodies or tones that accompany
the lyrics or words

2
2.1

SPEECH AND MUSICAL
SOUNDS
Sillable Sounds

When you hear people talking or singing, you will
hear a continuous sequence of speech sounds,
sometimes the sound rises and falls, sometimes you
hear a short stop or along with stop along with loud
or soft pressure, once in the while the sound also
prolong or regular. After orthographic transcription in
the next stage, segments of the sound sequence can be
more segmented into the units of sound sequence
called syllables. For example, if we take the segement
of sequential sound [kerlap kerlip bintang], then we
find the syllable [ker], [lap], [ker], [lip], [bin], [tang]
Syllable is a sequence of speech sounds marked
by one of the loudest unit of sound, accompanied with
or without precede or simultaneous sounds. The
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presence of loudness or sonority is what marks the
syllable (Chaer, 2007: 101). Further explained that
the loudness is indicated by a vowel sound.
Therefore, some say to determine how many syllables
there are in a single unit of sound, we see that there
are several vowels in it. Syllable can also be
interpreted as the smallest rhythmic unit in a speech
flow or sequence of speech sounds. One syllable
usually includes one vowel, or one vowel and one
consonant or more.
Example of the word [earth], this word consists of
sounds [b], [u], [m], [i]. Sounds [b] and [m] are
consonant sounds, while sounds [u], and [i] are
vowels. The [u] and [i] sounds are said to be the top
of the syllabic and the high sonority. The word earth
consists of two syllables [bu] and [mi]. Vocal sounds
may always be the high sonority in a syllable. But in
certain rhythmic units, a consonant, both voiceless
and silent, also has the possibility to become the high
sonority. The word [kelapa] in Indonesian, consists of
six sounds, namely [k], [e], [l], [a], [p], [a]. However
the word kelapa is often pronounced as [klapa] so that
the first syllable is only one consonant sound, namely
[k]. Whereas in music it is known as the notation
(note) to symbolize one tone that can be filled by
syllables as part of the song lyrics. The following is
an example:

2.2

Sound Changing

Here, changes is referred to the sounds that
change due to their environmental effect (Muslich,
2011). The environment in this sense is when the
sound adjusts to the musical sound of the notes on
each bars in every song. The sound change does not
differentiate meaning. The following is one example
of sound changes in the song lyrics:

Figure 3: Notation 3. Bars 2/4

On the song Siapa Namamu, the word Siapakah
pronounced with seven breath blows, consisting of 7
syllables in the first row (si-a-pa-kah na-ma-mu) and
6 syllables in the second row (na-ma-ku re-vi-na).
Nevertheless in the musical notation that the first line
has becomes 6 syllables because it is pronounced as
fast as its heard (sya-pa-kah na-ma-mu) because of
one note for one syllable so that the pronunciation is
in one breath.
Here are some examples of children's songs in the
song Dendang Kencana 2017 children's song that can
explain the sound changes:

2.2.1 Zeroization
Figure 1: Notation 1. Bars 2/4

Excerpt from the example of 1 song notation,
there are four syllable [na], [ik], [tang], [ga] which
represent one note for one syllable. In the last 2/4 each
one note also represents one beat so that in one bars
there are two beats.

Figure 2: Notation 2. Bars 3/4

Examples of examples of notation 2 show there
are nine syllables of [ku], [nang], [ku], [nang], [hen],
[no], [to], [ma], [na] -one note for one silabe. In time
¾ there are three beats in each time and each note in
the example notation 2 represents one silabe too.
Silabe [nang] and [na] which have two beats on the
bar ¾ are pronounced rather long because they
represent two beats.
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Zeroization is phonemic sound removal as an
effect of pronunciation reduction. This event usually
occurs in the narrative of languages all over the
world, including Indonesian. Zeroization is a
common abbreviated model called contraction. The
following example of zeroization in the form of
syncope is the process of removing or dating one or
more phonemes in the middle of the word. In the song
Aku Cinta Indonesia there is a word [negri] from the
word [negeri] there is a phoneme disappearance [e], a
word [karna] from the word [karena].

2.2.2 Accompaniment
Accompaniment sounds are often found in
pronunciation of words to adjust the existing tone.
This adjustment occurs due to the syllabic system in
Indonesia, that one syllable for one note. So that if
there are two notes for one syllable there will be an
accompaniment that accompanies as in the word
[teduh] to be [teheduh], the word [burung] becomes
[buhurung] ] in the song Danau. Accompanying
sound [he] on pronunciation [shade] and [hu] on

Prosody in AT Mahmud’s Selected Children’s Songs Lyrics

[bird]. It can also be seen in the song Kerlip Bintang
with the pronunciation [gelap] becomes [gehelap]
because there is an accompaniment sound [he].
This
accompaniment
sometimes
occurs
scientifically by someone as a result of the
participation of other means, when the first utterance
is sounded. The other possibility of this
accompaniment is to sound [bu], so that it overlaps
the road by inserting a sound [h] behind it, so that the
sound [bu] can be easily pronounced and deliver to
the next syllable, namely [rung].
From a musical point of view, the accompaniment
sounds arise because it fills in the syllable void that
should be present in the note, usually because there is
a legato in the note so that the accompanying sound
appears to fill the note. On the side of pronunciation,
the articulation will be clearly heard and easy in
pronounce.

Dardjowidjojo, Soenjono. 2008. Psycholinguistics
introduction to understanding human language. Jakarta:
Indonesian Torch Foundation.
Kridalaksana, Harimurti. 1983. Dictionary of linguistics.
Jakarta: Gramedia.
Muslich, Mansur. 2011. Indonesian language phonology.
Jakarta: Bumi Aksara.

Teduh - KV-KVK becomes Teheduh - KV-KVKV
Gelap - KV-KVK becomes gehelap - KV-KVKVK
Burung - KV-KVKK becomes Buhurung KVKV-KVKK
Besides sound accompaniment there are sounds
that are omitted for example in the word [karna] of
the origin word [karena], the letter [e] is omitted. This
omission due to the adjustment of one note for only
one syllable, so that if there are two syllables, it will
be eliminated into one syllable as well as in the
pronunciation.

3

CONCLUSIONS

Based on the results of the descriptive and analytical
data, it can be concluded that in the song lyrics, the
children pay attention to the syllable which is
adjusted to the number of notes. One syllable for one
note, if found outside of these provisions, the song
lyrics will experience adjustments with the sound
changes in the form of zeroization and
accompaniment sound to match the beats and notes in
the song.
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Abstract:

The purpose of this study is to design a module of Malay gamelan playing using technology as the medium
of teaching and learning. This research will look into three objectives: a) identify the content for the digital
instructional Malay gamelan module; b) design the digital instructional Malay gamelan module; and c)
evaluate the usability of the digital instructional Malay gamelan module. ADDIE model of instructional
design will be used to help ensure the efficiency of designing this Digital Instructional Teaching and Learning
module. Respondents for this research consist of Malay gamelan teachers, and students. At the end of the
research, a module consisting of units of Malay gamelan teaching and learning instructional design will be
developed to provide a reference to learners who wish to learn in a more systematic approach through
technology. This research will benefit students and teachers in school, allowing for more fun and effective
learning.

1

INTRODUCTION

In learning in the 21st century, developments in
technology offer new opportunities to design new
products and services. Thus, technology has also
become a platform for learning and innovation, to
help in teaching and learning especially in schools.
Classroom learning is designed as to provide students
with a more interactive approach rather than teachercentered learning. According to Williams and Renna
(2016), the evolution of technology must not be
ignored but should instead be embraced. With the
current advancements in technology, individuals have
been able to indirectly learn new knowledge and
understanding through the devices they possess and
use. Learning in the 21st century should be fun and
creative. With the latest 21st century, learning
(Pembelajaran abad ke-21[PAK]) proposed by the
Malaysian government, another stage or standard of
learning should “colour” the scope of teaching and
learning through technology. According to Abdul
Halim & Nur Hanani (2017), the new generation Z
has an attachment to media and technology. This has
given a substantial impact on the education system.
Therefore, learning in the 21st century is grouped into
four categories: a) student-centered learning; b)
collaborative learning; c) contextual learning; and d)
integration with society. With these new approaches
in teaching and learning, the classroom environment

needs to become more “friendly” and comfortable to
its learners.

1.2

Problem Statement

Based on the observation conducted by the
researcher, there is still no formal Malay gamelan
teaching and learning module that is packaged
through technology. Learning still very much through
hands-on and books, which are not standardized. The
current Standard Kurikulum dan Pentaksiran (DSKP)
for Kurikulum Standard Sekolah Menengah (KSSM)
for Lower Secondary School in Malaysia does not
emphasize the learning of Malay gamelan but rather
gives options to schools to choose what ensemble
they would like to learn. Examples of these ensembles
are Angklung, Cak Lempong, Dikir Barat, Western
Orchestra, Chinese Orchestra, Rebana Ubi and many
other. The e-module book produced in this study will
be a stepping-stone for learners to learn playing the
Malay gamelan at any time and place, where it will
guide them to learn to play based on standards of
difficulty.

1.2

Research Objective

The purpose of this study is to create Digital
Instructional Teaching and Learning Modules for use
in the Malay gamelan course offered for Malaysian
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public schools. There are three research objectives,
which are to: a) Identify the content in the digital
instructional Malay gamelan module. b) Design a
digital instructional Malay gamelan module. c)
Evaluate the usability of the digital instructional
Malay gamelan module.

1.3

Research Question

a) What are the contents of the digital instructional
Malay gamelan module? b) How is the digital
instructional Malay gamelan module designed? c)
How can the usability of digital instructional Malay
gamelan module be evaluated?

2

LITERATURE REVIEW

In the late 1990s, the curriculum known as Kurikulum
Bersepadu Sekolah Menengah (KBSM) was
introduced to public secondary schools in Malaysia
where a section in the curriculum stated that the
introduction of music ensemble playing needs to be
implemented. Hence, Malay gamelan was introduced,
alongside other music ensembles such as Kompang
and Cak Lempong. Learning traditional music is
crucial, as it is different from learning formal western
instruments. There was no standardization of notes
and techniques of teaching the instrument. With a
proper module of teaching and learning, there will be
better focus in the teaching of Malay gamelan, aided
by the use of the sources and materials.
In 21st century learning, there has been paradigm
shift where the emphasis in teaching and learning
focuses more on students rather that teacher
(Donnelly & Fitzmaurice, 2005). The authors also
mentioned that the shift also affected the curriculum
design, especially in the emphasis on learning from
knowledge, skills and competencies within courses
and modules. However, because of the demands of
education in the 21st century, including differences in
student learning styles and changes in standards and
policies, music educators need to be able to document
and express ways in which their instructional
practices support the framework. Abdul Halim & Nur
Hanani (2017) mentioned that, in 21st century
learning, the new generation Z has an attachment to
media and technology. Thus, an approach of digital
teaching and learning will be used in assisting
learners in learning how to play Malay gamelan. This
will help learners in a more creative and fun way of
learning. According to Renton School District (n.d.)
digital learning is an instructional practise that uses
technology effectively, where it will strengthen

students' learning experiences and encompass a wide
spectrum of tools and practices.
ADDIE model will assist in the process of
creating the module step by step. In addition,
secondary materials such as journals, articles and
examples of modules will be used to help in creating
the proposed module. Educators such as Black
(2003), Khalil (2017), and many other researchers
such as Sumarsam (2002) have come up with simple
lessons on learning traditional instruments, as well as
information on and the history of gamelan. This
module will look into the effectiveness of selflearning that enables learners and teachers to teach or
learn, step by step, and gradually progress to the next
level through technology. As learning in the 21st
century should be based on technology, Abdul Halim
& Nur Hanani (2017) mentioned that the approach of
learning could be grouped into four categories as
mentioned before. These approaches can give
students choices in exploring and collaborating in
learning. Critical thinking was embedded, where
children need to be able to think out of the box.
According to Watanabe-Crockett (2016), students in
the 21st century need to think and work creatively in
both digital and non-digital environments. The
process will actually produce unique and useful
solutions.

3
3.1

METHODOLOGY
Research Design

A quantitative approach will be use in this research to
build a teaching and learning of Malay Gamelan.
Demonstration of the playing will recorded and
transferred to video digital learning modules for
students in the classrooms. Several units in the
module will be validate by gamelan expert in the
process of the module development. The significant
of the digital instructional teaching and learning were
to conduct through questionnaires using Likert scale.
An identified class chosen will evaluate the module
once it is completed.

3.2

Subject

A group of secondary students with no background of
Malay gamelan playing will participate in the
designed units. The module used by the researcher is
a module built in her previous research. It will then
be transferred to an e-module after it has been
carefully analyzed, designed, and developed). Next, it
will be validated (implement the e-module in the
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students’ learning). Finally, a survey will be carried
out through evaluation.
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Research Instruments

ADDIE model of Instruction Design will be a
framework used in designing and developing the
educational program for this research. ADDIE stands
for Analyze, Design, Development, Implement, and
Evaluation. According to Kurt (2017), educators and
others find that having stages of ADDIE clearly
defined facilitates the implementation of an effective
training tool. ADDIE by Kurt are used to explain the
researcher’s steps:
Analyze: The researcher will identify groups of
secondary school students who are learning Malay
gamelan for the first time to participate in the
research. Design: The researcher will look for
existing Malay gamelan modules for beginners and to
plan what is to be instructed in this stage.
Development: The researcher will compile the
information gained and use it for this stage. A
quantitative method will be used in the research. The
gained information will then be transformed into
digital instructional teaching and learning module.
Implementation: In this stage, the researcher will still
be looking for the best teaching and learning
materials, to modify and to edit as needed.
Evaluation: Evaluation of the summative and
formative phases of the product will be tested in this
stage. Feedback given by the students through the
questionnaires and observations on the module will
later be incorporated in the improvements to be made
and be further refined at the end of the project.
Kuala Lumpur.

4

CONCLUSIONS

This research hopes to share the new approach in
teaching Malay gamelan through technology. With
the integrated learning in both old and new traditions,
it flows along way the evolution in teaching and
learning. Thus, Malay gamelan will not extinct but
new approaches to teach this ensemble varies through
years. Be advised that papers in a technically
unsuitable form will be returned for retyping. After
returned the manuscript must be appropriately
modified.
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Abstract:

Palindrome poetry is one of the rhetorical devices used in Chinese and is called the "Mirror Canon "in
the West, a close relationship with music. The structure and creative techniques of the Palindrome
Poetry can be seen in music.It is reflected in the musical structures from single form to the rondo form.
As one of the Chinese Special Poems, Palindrome poem is a unique genre with change the order of
words regularly in Chinese classical poetry, produced in the early 1700s during the Jin Dynasty (266
A.D. – 420 A.D.). .With the continuous development of the standard in literature and art, the emergence
of special poetry become more and more frequent.The structural form of the palindrome poem includes
different types The way of reading or backward reading of the Palindromes has different order of words
or units of sound and able to produce different meanings. My musical thinking has been inspired by the
structure of palindrome The inspiration for Palindrome poetry is not only reflected in the structure but
also in the concept of work.

1

INTRODUCTION

Poetry and music have always been closely linked.
Chinese poetry has its own unique display style and
creative genre. It inherits and innovates traditional
Chinese music and also is an important expression of
traditional Chinese culture in the field of art. Bai Juyi,
a famous poet and musician of the Tang Dynasty,
advocated the poetry:
韵协则言顺，言顺则声易入；类举则情见，
情见则感易交1When rhythm is coordination, then
the language can become smooth, when the language
is smooth ,and then the sound will be easily to attract
people; When classification is clear,and then the
emotions are also expressed clearly,when emotions
can be expressed,and then it is easy to move people.
It means that the rhythm coordination can make
speech smoothly, and the smooth speech can make
music easily to move others; The classification is
clear can make the emotion clearly to be able to
express, the emotion expressed can make others move
easily. This reflects the laws of phonological art in
traditional Chinese poetry,and through poetry, this
literary genre can integrate word and music.

1

2

AN OVERVIEW OF THE
ORIGIN AND
CHARACTERISTICS OF
SPECIAL STYLE OF A VERSE

Palindrome Poetry as one of the Chinese special style
of a verse is the product of the development of
literature and music, and based on our daily life.
Palindrome style poetry is also called Love poetry
and return poems. It is a unique rhetorical method in
Chinese that uses word order to reciprocate. It is
stylistically called Palindrome style. Many
palindrome poems are characterized by expressions
of emotion -- tactful, repetitive, single-minded and
complex.

2.1

The Origin of Palindrome Poetry

Many poets have written the palindrome style of
poetry in history, such as Song Dynasty,Wanganshi's
"Lv Wu": "Green turnips in the wide field, yellow
chrysanthemum in the evening village appear
particularly deep. The guest is tired, leaving the guest
here to drink together. The body will feel tired after
leisure time, and a long sigh of sadness in the heart.

Baijuyi’s prose “Yu Yuan Jiu Shu”
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碧芜平野旷，黄菊晚村深。客倦留甘饮，身闲累
苦吟 " This is a five-character palindrome poem.
Reading backwards becomes: "Talking alone about
his own complicated things pressed on his body,
drinking sweet tea became more and more sleepy,
there was a village in the depths, just in the evening
to see chrysanthemum, the field is very wide, turnips
are green.吟苦累闲身，饮甘留倦客；深村晚菊黄
，旷野平芜碧 " Another example is Su Shi's "Ti Zhi
Jin Tu Hui Wen": "In the spring night, there are
several green grass, sycamore trees in the cold night
and the low moon. People will follow the geese away,
the night is near the edge of the city, and rain falls
through the sparse curtains in the air of the attic.春晚
落花余碧草，夜凉低月半梧桐。人随雁远边城暮
，雨映疏帘绣阁空 " From the end to the head, it can
become a new poem again:" As it rained, there were
sparse curtains embroidered in the empty pavilions,
and in the distance of the city at night there were
geese flying with people to the sycamore, with their
heads lowered in the cold moonlight. The grass was
green and the flowers fell in the late spring.空阁绣帘
疏映雨，暮城边远雁随人。梧桐半月低凉夜，草
碧余花落晚春". In addition, Huang Tingjian, Qin
Guan, Gao Qi, Tang Xianzu, Naran Xingde, Zhu Xi,
etc. they all have works of palindrome poetry. So
which is the earliest palindrome poem? Who wrote
the first palindrome poem?
One argument is that it began in the Southern
Song Dynasty Hedaoqing. the Liang Dynasty Liu Xe,
"Wen Xin Diao Long·Ming Dynasty Poetry": "The
place where the palindrome rises is the place where it
began. Each sentence has a rhythm. It is the
Bailiangxu system.回文所兴,则道原为始,联句共韵
,则柏梁徐制". The Dao Yuan mentioned in the poem
is the first author of the palindrome poem, but there is
no detailed record of the history of Dao Yuan, nor is
there any relevant literature pointing out which one is
the palindrome poem he wrote. Meigeng's note in the
Qing Dynasty: "A four-character palindrome written
by He Daoqing in the Song Dynasty has a total of
twelve sentences and forty-eight words. From the first
to the last, there will be a rhythm. However, Dao
Yuan did not have it. Therefore, the word 'Yuan'
should be 'Qing', the wrong word. 宋贺道庆作四言
回文诗一首 , 计十二句, 四十八言 , 从首至尾 , 读
亦成韵。 而道原无考 , 恐 `原 , 为 `庆 , 字之误 "It
means that because of mistakes, the" Daoyuan
"mentioned in the poem should be" Daoqing. "
Another way of saying is the style verses written
by the wife of Su Boyu in the Han Dynasty. Su Boyu
once went to Si Chuan province to work. As soon as
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he arrived in Sichuan. He was attracted by the
beautiful and strange scenery of the mountains and
rivers. He spent a lot of time chatting with his friends
through the mountains and rivers, and he was very
busy with his work. He gradually forgot his wife who
stayed at his home in Chang'an. His wife in order to
express miss his husband and skillfully used poetry
and Chinese characters to make a poetry in the plate
to express her feelings. This kind of poem is written
on a plate and is read from the center, so it is called
"the poem in the dish盘中诗." The original picture of
this poem has not been verified, but it should be round
like a plate from the shape, but from the verse "Read
from the center to the surroundings当从中央周四角
", it may also be square. It is a circle that is arranged
clockwise from the inside out. No matter what kind
of statement, we cannot ignore that Su Boyu's wife is
a very intelligent person. This poem is written like
this:
The trees in the mountains are tall and the birds
are singing sadly. The spring water is deep, and the
carp in it grow very large. The Sparrow in the granary
often suffers from hunger. A small official's wife,
rarely saw her husband, she went out of the door
looking at her husband, far from seeing a white
clothes, thinking that his husband, went in to see it is
not. Turn back home, close the door, her heart is very
sad. To the North room, and then to the West room,
her heart is not unstable, she can only long sigh, who
can she tell? her husband went away, how her miss
him, time passed, but his return date has not been. Tie
up the hair with a silk scarf, a long deep miss, do not
know you have not forgotten me, I do not know. If I
forget you, it likes a crime. You should have told me
when you were coming back. Golden is gold, White
is jade, tall is the mountain, planted in the field is rice,
your surname is Su, the word is jade, you are very
talented, smart and strategic, the family in Chang 'an,
Now the body is in Shichuan, why not ride back
quickly. A few thousand pounds of lamb, drink a few
hundred bottles of wine? Make your horse eat more
food and grass. At this time, I am not smart now,I
write letters to you. You can not read them. You
should read from the middle to the outside four
corners.
山树高，鸟啼悲。泉水深，鲤鱼肥。空仓雀
，常苦饥。吏人妇，会夫稀。出门望，见白衣。
谓当是，而更非。还入门，中心悲。北上堂，西
入阶。急机绞，抒声催。长叹息，当语谁。君有
行，妾念之。山有日，还无期。结巾带，长相思
。君忘妾，未知之。妾忘君，罪当治。安有行，
宜知之。黄者金，白者玉。高者山，下者谷。姓
者苏，字伯玉。人才多，知谋足。家居长安身在
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蜀。何惜马蹄归不数。羊肉千斤酒面斛。令君马
肥麦与粟。今时人，智不足。与其书。不能读。
当从中央周四角。
There is also a saying in history that the first
palindrome poem named "璇玑图" is by a poetess
who named Suhui in the former Qin
Dynasty(350A.D.-394A.D.). Yan Yu's book "Notes
on Poets and Poetry·Poetry Style is the Second"
mentioned in the Song Dynasty(960A.D.-1279A.D.):
"The palindrome poem was written by Doutao's wife
and embroidered on handkerchief and sent to her
husband. 回文起于窦滔之妻,织锦以寄其夫也"It
means that the palindrome poem was written by
Doutao's wife and embroidered on handkerchief and
sent to Doutao. The original poem has 840 words.
Later generations added a "心" word to the original
center. This poem has 841 words. It can be inferred
from the meaning that it can be divided into threecharacter poetry, four-character poetry, five-character
poetry, six-character poetry, and seven-character
poetry. A total of 7,985 poems.
In summary, we can infer that Suboyu's wife's "盘
中诗" is an earlier palindrome poem. Since the
Western Jin Dynasty, the creation of many poets has
promoted the development and innovation of
palindrome poetry. There have been serial
palindrome styles, disassemble words styles,
overlapping palindrome styles, borrowed palindrome
styles, and poetry double palindrome styles.

2.2

Characteristics of Palindrome
Poetry

In the writing techniques, palindrome poems make
full use of the rhetoric and grammar skills of Chinese
characters, it can arrange the words according to
certain rules, and the poems can be read back and
forth. The form of this poem has changed a lot and is
very interesting. According to the records of Wujing's
"乐府古题要解" in the Tang Dynasty, "The
palindrome poetry, can be repeated reading, it can
become songs and words.回文诗，回复读之,皆歌
而成文也 "It means that the words in the verses can
be read cyclically. On this basis, new, meaningful,
rhythmic, and readable poems can be formed.
The form of palindrome was very popular after the
Jin Dynasty and was adopted in various styles. People
use this method to make sentences, write poems,
write lyrics, and compose music. They are called
palindrome poems, palindrome words, and
palindrome songs. It shows the skill can use this
grammar to make new sentences flexibly.

Liupogong's "学诗百法" records: "The Palindrome
poetry are read in order from beginning to end. They
can be poems in order from the end to the end. The
structure is interlaced and exquisite. You can't treat it
as an ordinary novel.回文诗反复成章，钩心斗角，
不得以小道而轻之 "It means that palindrome poetry
can be repeatedly read as a coherent and meaningful
poem, but often palindrome poetry is not only a
positive reading and reverse reading, each word must
be carefully considered, as long as the wrong word in
the text, it may affect the meaning of the entire article
or poem. Therefore, there are not many poems written
palindrome poetry by the literati in the past. Due to
the long history, there are few that have been
preserved until now. The collection of palindrome
poetry that we can see in modern times is composed
of four volumes of "回文类聚" compiled by
Sangshichang in the first year Qiandao of Song
Xiaozong(AD 1,165). In the early Qing Dynasty,
Zhucunxiao supplemented a volume and received a
total of Palindrome poetry about 150 poems.

3

THE RELATIONSHIP
BETWEEN POETRY AND
MUSIC

This connection between poetry and music is mainly
manifested in people's life and witchcraft religious
activities. Rhythm is a common basic element
between poetry and music. Poetry and music are
closely related.

3.1

Music and Daily Life

Lu Xun said, "Poetry originated from labor."
Therefore, a kind of Chinese folk song called Chanty
has a great relationship with poetry. In order to relieve
fatigue in collective labor, in the process of
coordinating the movement, people can make sounds
unconsciously, then there's rhythm and rhyme. The
rhyming word has evolved into poetry, and rhythmic
music is the prototype of Chanty in Chinese folk
songs. This is the connection between rhythm and
rhyme in poetry and music. The "Crossbow songs"in
Zhaoye's "Wu Yue Chun Qi" in the Western Han
Dynasty（202 B.C.-0 C.E.） described the process
of ancestors from making tools to hunting. This poem
is considered to be the earliest two-character poem in
China. This poem records and reflects the real life of
people in that era. The king of Yue, named Gou
Jian,he asked archery expert Chenyin how to make a
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slingshot. When Chenyin replied, he quoted this
"Crossbow Songs" Cut bamboo 断竹,make a
slingshot续竹, shoot the mud-made projectiles飞土
,catch the wounded prey 逐宍.
The feature of this two-character poem2 is its
structure, and the two words are one syllable. This can
be understood as a rhythm factor in music. Later, in
the history of Chinese poetry, there appeared fivecharacter poem and seven-character poem, and at the
same time produced a corresponding rhythm.

3.2

Music and Witchcraft

The relationship between poetry and music is also
reflected in the religious activities of witchcraft. In
ancient times, because of the low level of
productivity, witchcraft and religious activities were
frequent. Wizards played a major role in these
activities and were the hosts of sacrificial activities.
Many wizards have a good knowledge of music and
know some natural and medical knowledge. This
provides more possibilities for the combination of
poetry and music. The ancient ritual song "Zha Ci" in
the Book Li Ji· Jiao Te Sheng reads: The soil should
return to its original place, maintain the integrity of
the land 土反其宅，the river should flow into its
rivers, do not flood水归其壑，insects should not
breed into disasters 昆虫毋作，vegetation should
grow in swamps, do not grow in farmland 草木归其
泽。
It means that the sandstorm should not do evil,
should return to its place. Don't flood the river and
return to its ravines. Insects should not breed disaster.
Wild weeds and trees go back to the marsh and do not
grow in the fields. This is a message that is obviously
sorcery. You can imagine witches chanting these
"spells" singing and dancing to pray that the people
are not affected by natural disasters.

3.3

The Correspondence of Chinese
Poetry Structure in Music
Structure

Regarding the connection between the structure of
poetry and the music, "Peng zhimin has made
wonderful 'life explanations with Chinese
characteristics' on the main types of music, and has a
'single' or 'inseparable' nature of 'Complete song
form';As Li Bai said,”The water of the Yellow River
2

This is the earliest form of ancient Chinese poetry.With
two words for a rhyme.
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comes from the heaven黄河之水天上来,running into
the great ocean,and never returns 奔腾到海不复回
”.The beginning of Han Yu's “Ting Ying Shi Tan
Qin”begins with “Like a pair of intimate little
children are saying small words, whispering, mutual
love, mutual forgotten hurt. 昵昵儿女语,恩怨相尔
汝A moment later,the voice suddenly became loud
and violent,just as the brave soldiers rushed into the
enemy line哗然变轩昂,勇士赴战场”.This is a
binary form of contrast or dualization nature;It is easy
to understand the basic characteristics of the Ternary
Form from the famous phrase of Hezhizhang's “I left
home when I was a kid, I came home when I was old
少小离家老大回”The case of 'The mountains
overlap, and when the water twists and turns, it is
worried that there is no way to go山重水复疑无路
,Suddenly, a mountain village appears in front of the
beautiful flowers and willows柳暗花明又一村.
Naturally, it is related to the Rondo form;There are
many characteristics of compatibility between the
Variational Form and Wang Wei's "Yang Guan San
Die" and also Mao Zedong's "Shi Liu Zi Ling San
Shou........."。3
The development of Chinese poetry has
experienced two-character poems, "Shi Jing", "Chu
Ci", Yuefu ballads, and then Tang poetry, Poetry of
the Song dynast, Yuan opera, and so on. In these
stages of development, the relationship between
poetry and music can be found in structure, genre, and
creative techniques. The development process of
Chinese poetry is a process of inheritance and
innovation of national culture, and it is also a process
of common development of literature and music.

4

THE EMNODIMENT OF THE
PALINDROMIC STRUCTURE
IN THE MUSIC STRUCTURE

In the process of the development of poetry, people
use the grammar laws of Chinese to explore and
recreate poetry, adding more colors to the original
regular words. There are special poems such as leave
poems, palindrome poems, collection poems, cycle
poems, and overlapping poems. Among them, it can
use the order of words from beginning to end or from
the end to the head to form different meaningful
poems, they are palindromes poetry. This poetic
structure also has a correspondence in music.
3

Qian Renkang,2003,“似倒而顺”的回文诗和回文曲【J,
Shanghai music university ,12.
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Whether it is a large palindrome or a small
palindrome, even in the West there is a Mirror Canon,
which is the embodiment of palindrome structure in
the music structure.

4.1

Form

In the process of the development of poetry, people
use the grammar laws of Chinese to explore and
recreate poetry, adding more colors to the original
regular words. There are special poems such as leave
poems, palindrome poems, collection poems, cycle
poems, and overlapping poems. Among them, it can
use the order of words from beginning to end or from
the end to the head to form different meaningful
poems,they are palindromes poetry. This poetic
structure also has a correspondence in music.
Whether it is a large palindrome or a small
palindrome, even in the West there is a Mirror Canon,
which is the embodiment of palindrome structure in
the music structure.

4.2

Types

As for the type of palindrome, the examples of
palindrome in "辞海" actually include two different
categories. One is the palindrome of words. such as:
Pride can not progress, progress can not be proud. The
other is to read backwards in the order in which the
word appears. For example, in the Northern Song
Dynasty, the poet Su Shi's "记梦二首": First, "Jade
color slightly red, beautiful girl slowly holding out the
jade bowl, the bowl of tea splashed wet green clothes.
The song stopped gradually, and the light of the sky
was condensed into a quiet courtyard. When suddenly
awakened in a dream, the snow on the pine branch
had fallen into the hollow rock.酡颜玉碗捧纤纤﹐乱
点余花吐碧衫。歌咽水云凝静院﹐梦惊松雪落空
岩 "Second,"The flowers were gone, the wine jar was
empty, the sun rose, and the snow on the mountain
melted. The melted snow flowed into the river and the
river rose. The fire was baking the little pot of tea on
the stove, and the poet was cooking the tea in the
snow before the sunny window. 空花落尽酒倾缸﹐
日上山融雪涨江。红培浅瓯新火活﹐龙团小碾斗
晴窗"You can read it backwards into two other
poems: First," The crevices between the rocks were
covered with snow, and the pine trees woke my
dreams. The small courtyard is quiet, condensing
clouds, the water sound also forms a beautiful song
slowly. The clothes seemed to have been dyed green,
and the tea in the bowl became a jumble of luster. Her
delicate hands were holding the tea bowl, her cheeks

flushed.岩空落雪松惊梦﹐院静凝云水咽歌。衫碧
吐花余点乱﹐纤纤捧碗玉颜酡" .Two,"The sky is
clear, and the crushed tea is boiled on a new fire. The
water in the river rised, the snow in the mountains
melted under the sun, and the wine in the jar was filled
with the petals that had fallen from the sky. 窗晴斗
碾小团龙﹐活火新瓯浅焙红。江涨雪融山上日﹐
缸倾酒尽落花空".
The famous Chinese musicologist and theorist
Mr. Qian Renkang wrote in the article "“似倒而顺”
的回文诗和回文曲" that there are three forms of
palindrome poetry: 1. In units of sentences, the first
sentence is reversed into the second sentence, and the
third sentence is reversed into the fourth sentence,and
so on; 2, take the paragrah as the unit, the previous
paragrah is read backwards into the next paragrah; 3,
the entire article is read into another complete poem.
Later, there were palindrome songs in national
musical instruments, which were created in the
format of palindrome poetry. The palindrome in
sentences is called "small palindrome", and the
palindrome in paragrahs is called "big palindrome."
Large and small palindromes are microscopic
palindromes. In units of sound sets and single
sentences, it is called macroscopic palindromes.

4.3

Mirror Cannon and Palindrome
Song

Palindrome poetry and palindrome song are ancient
and modern art forms with a long history. Palindrome
song is a musical work created by composers using
special and repeated combinations. It first appeared in
Europe in the 15th century. The most famous
palindrome song is a piece of "palindrome" written by
the classical musician Mozart at the age of 18. It is
called "The Mirror Duet for Violins", also known as
"Table Music for Two." The creative technique of this
Mirror Canon is a complex alignment technique in
polyphonic techniques. The entire song does not have
a termination symbol. From the beginning to the end,
or from the end to the head, it can also become a good
song. If two people play at the same time, that is, one
person starts from the beginning and the other starts
from the end, it can constitute a beautiful and strange
duet,this belongs to an inverse palindrome.
The work uses only one row of treble clef, so the
axis has been determined to be the third line, that is,
B. Therefore, when writing, it must be conceived
according to the axis of B. Mozart chose B as the
commonly used III-axis, so G major(the same as in g
minor) was used. After the reversal, the dominant
became the tonic, and the conversion between the
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subjects was also very convenient. In addition to this
palindrome song, Palindrome

Figure 2: Part of Schumann theme variation.

When a "mirror" is placed in two different
directions at the same time, a reflection is retrograde.
It is also a basic technique for creating sequence
music. For example, Schoenberg's retrograde
reflection of the Canon String Quartet in "Style and
Creativity". This writing is an excellent exercise for
the composer's ability to control the part of the voice.
Schoenberg likes this practice.

Figure 1: The Mirror Duet for Violins.

Cannon also appeared in the 14th and 15th
centuries in the west. Cannon means imitation of the
voice. It is a vocal part that mimics itself and forms
two vocal parts. The music content of the two vocal
parts is the same, but the time is staggered with each
other, sometimes shifting place or changing the tone.
Of course, there are many different forms of Canon,
such as the expansion/tightening of Canon, no-final
Canon, the riddle Canon ... and the mirror Canon.
Mirroring Canon is to put a "mirror" in a certain part
of the work, using the reflection of the "mirror" to
form another part of the sound. This creative
technique has the same effect as the poetry of the
return style. Although it is not like the traditional
Canon creation techniques--one voice chasing
another, it is still Canon.
Many mirror Canon or palindrome song creation
techniques are to move the "mirror" position. When
the "reflective surface" of the "mirror" is a whole,
what is formed is the retrograde of the music, which
is like Mozart's "The Mirror Duet for Violins" playing
from the end. When the "reflective surface" of the
"mirror" is up and down, the resulting music is
Inversion. For example, Brahms's "Schumann theme
variation". The external voice of the work uses the
technique of reflection.

Figure 3: Part of Schoenberg’s music

In addition to these Western palindromes, there
are also some palindromes worth studying in
China.For example, Cantonese opera music "闺怨
". The first subsection corresponds to the third
subsection, and the two beats of the second
subsection repeat to form a correspondence, which
constitutes a large palindrome.

Figure 4:Part of “闺怨”.

The famous Chinese composer and pianist Yan
Xinghai's "到敌人后方去" and "回文"(1944) all use
palindrome writing techniques. In particular, in 1944,
he wrote the song "回文" based on the famous Hui
nationality poet Ding Yaoyuan's poem "菩萨蛮" in
the early Qing Dynasty. It was originally a
palindrome poem based on sentences,
下帘低唤郎知也，
也知郎唤低帘下；
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来到莫疑猜，
猜疑莫到来。
道依随处好，
好处随侬道；
书寄待何如，
如何待寄书。
Xian Xinghai's creations in his works all use big
palindromes instead of small palindromes. For
example, in the second paragraph of the song, the
music material of the first paragraph was used to
create retrograde writing in units. It's a typical big
palindrome.

5

CONCLUSION

One of the special poems of Chinese poetry, the
palindrome poetry, as China's national heritage,it left
a deep impression on us. This is the basis for the
exploration and inheritance of traditional Chinese
musical thinking left by our ancestors. It includes the
exploration of the structure of music and the form of
existence, as well as includes the use and
transformation of palindrome poetry in rhythm,
breathing in chanting, elements of timbre, intensity,
etc. embodied in poetry. And we can produce music
creation thinking that influences the structure of
palindrome style. This is a very meaningful
exploration and study in the overall conception and
performance form of the musical work.
The creation of the works will refer to the unique
structure of Chinese verses in terms of conception and
performance, and we hope that we can create a way
in which the performance of palindrome works can be
infinitely close to the literary creation.We realize how
precious national culture is. This should be the culture
we strive to inherited and innovate in our lives.
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Abstract:

With the deepening of globalization, China has become more and more active on the international stage,
the communication between Chinese culture and world culture has become more and more frequent,
and the life of Chinese people has also undergone great changes. From the perspective of clothing field,
under the influence of foreign street culture such as hip hop, hippie, yuppie and punk, Chinese street
culture has been greatly developed and influenced the clothing industry. Street culture gradually
influences the clothing design needs and ideas of China consumers, and has become a part of modern
pop culture. In this context, this paper, on the basis of the current situation of street culture clothing
design, combined with the creative application of fabrics in clothing design, discusses and analyzes the
creative application of fabrics in street culture clothing design, thus providing referential suggestions
for enriching the contents of fashion clothing design in China.

1

INTRODUCTION

No matter what kind of clothing design, its main
content includes three key elements: fabric design,
modelling design and color design. The relationship
between these three elements is not independent.
They are closely related and influence each other.
Therefore, the same research on fabric innovation in
street culture clothing design is very important.
In the clothing design process and the innovative
design of fabrics, the existing fabric production cannot
meet the demand of clothing designer fashion design.
Therefore designers must combine their innovation
with a full understanding of the characteristics and
applications of fabrics, so that the needs of consumer
demands in clothing design can be met. This paper, on
the basis of the current situation of street culture
clothing design, combined with the creative
application of fabrics in clothing design, discusses and
analyzes the creative application of fabrics in street
culture clothing design, examining fabrics originality,
structure, color and materials. Further, this paper
studies the problems and application strategies of
creative innovation about fabrics in street culture
clothing design. Research contents include street
culture clothing fabric of creativity and style design,
fabric creativity and stylization design, fabric
creativity and fashion design.

2

MANUSCRIPT PREPARATION

Street culture clothing design is a pop culture
phenomenon, a modern social civilization product
and this fashion trend is largely the specific
environment under the consumer personalized needs
of comprehensive refraction. Nowadays, foreign
clothing brands have mushroomed and developed
rapidly. But, the development of China's garment
industry is slow, and there are still many problems in
the market competition of the garment industry. Most
of the products tend to be homogeneous, color, style
and fabrics are not different, making slow
development in the clothing industry and creating a
bottleneck period.
Some scholars(Chen FeiFeng and Zheng GaoJie,
2017) argue that, Chinese clothing culture has a long
history of development. How to integrate traditional
national culture and contemporary fashion innovation
culture into products is a matter of concern and
reflection for contemporary fashion designers. They
think that redesign and reprocessing of clothing
fabrics is a unique design method to enhance the
unique aesthetic effect of clothing.
The three major elements of clothing design are
color, style and fabric. Having a good modelling
design conception and good colour application, the
designer still needs to choose corresponding clothing
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fabric material to make the designer’s conception to
be perfectly displayed (Wu HongJie, 2017). With its
metaphorical meaning, if the science and technology
of clothing fabric is not understood, the selection of
fabric material will be wrong, and this would go
against the designer's original intent.
Therefore, how to give full play to the role of
fabric material from the aesthetic and scientific
aspects, the correct selection and application of fabric
is the most important part of clothing design. Neil
Barrett, a former design director at Prada men's wear
when it launched in 1995, has a track record of
employing high-tech fabrics in his tailoring. He was
among the first to use polyester stretch for Prada's
minimalist-chic suits, now a common men's wear
staple.
Today, with his own label, Barrett manipulates
textiles to create sculptural silhouettes with a
masculine aesthetic. He took to “emptying” the fabric
to preserve the construction but reduce weight,
essentially conjuring garments as comfortable as
travel clothing, and whipping up new surfaces. For
2017 fall, he introduced his version of an ecologically
friendly “fur,” digitally printing a photograph of a
black and a brown bear and multiplying it on various
pieces — a duffle coat, a sweatshirt, a bomber. “I tried
real fur, but it looked too retro, and eco fur was so
pantomime,” Barrett said, “explore further fabric
innovation. Every season I'm like: What's next?”

Figure 1: Neil Barrett Fall 2016 Ready-to-Wear Collection.
Italy. Designer: Neil Barrett.

Fashion designers' innovations in fabrics are
becoming more common. The designer nominated for
2017 LVMH Young Fashion Designer Prize,
(Tillmann lauterbach, 2017) laments a lack of
innovation in textiles over the last three or four years,
but said he has sensed a big shift in attitude and
progress in the eco department. “Today it's important
to create a story. It's not just about the look, but about

how the garment was made, who will innovate the
fabric? who made it and was it good for the planet.”
Using synthetic fiber made from recycled PET
bottles may almost appear basic, considering that
Lauterbach has long been creating arty sweaters
knitted from second-hand denim threads and turning
down fabrics that do not meet his production criteria.
Although it's difficult to place a figure on how much
money and time fashion labels invest in fabrics
development, most designers queried acknowledged
that it was “substantial.” Berluti's artistic director
(Alessandro Sartori, 2016)said the company invests
“a lot” in fabric research and development in an
attempt to create “a new generation of garments,”
employing a number of technical quirks on luxurious
fabrics, melding elegance with functionality.
What really changes are the fabrics. They are one
of the building blocks of clothing. With them, you can
express yourself. That's why designers develop their
own colors, fabrics and patterns, and this represents
an unusual culture for a clothing brand. The most
experimental designers (Damir Doma,2017) believe
fabrics create value. Eighty percent of his fabrics are
designed exclusively for his collections. “Today
everyone wants to be and do luxury, and it turns into
such a cheap word — it doesn't mean anything
anymore. What is important is the idea of longevity,
and you can create that through substance. Our
substance is our fabric, it's what makes the piece; it's
a great tool,” he said.
The possibilities of working with materials are
endless. Stone washing, boiling wool or rubber
finishes are just the basics. Known for going against
the flow, Damir Doma launched his men's collection
proposing softly tailored, relaxed silhouettes at a time
when Hedi Slimane's slim fit at Dior Homme set the
tone. His goal is to up the exclusivity factor of his
textiles to 100 percent, but he said, “It only makes
sense if the value of the fabrics is visible, otherwise
people don't get it.” After all, In fashion we try to
make people look attractive, uplift them, make them
look better than they usually do. Our main goal is
beauty. Innovation in fabrics can help you achieve it.

3

ANALYSIS OF THE CURRENT
SITUATION OF STREET
CULTURE CLOTHING DESIGN

Street culture clothing design is a pop culture
phenomenon, a modern social civilization product
and this fashion trend is largely the specific
environment under the consumer personalized needs
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of comprehensive refraction. In the 1980s, the
implementation of the reform and opening-up policy
promoted the communication development of foreign
culture in China and integrated the cultural
characteristics with Chinese characteristics in the
communication process.
Also in the 1990s, foreign hip-hop culture began
to be popular in China with its practical
characteristics, reflected in the field of clothing
design, mainly street culture clothing popular among
young people.In the 21st century, street culture
clothing brands have gradually developed in China,
although the establishment of street clothing brands
in mainland China was later than that in Hong Kong,
Macao and Taiwan. Due to the limitations of the time
background at that time, many problems were
exposed in the development process of street clothing
brands, such as the lack of investment capital,
ambiguous market positioning and the problems of
clothing design. Among them, the most prominent
problem was that the development of street clothing
couldn't keep up with the pace of the development of
the times. For a long time, due to the lack of in-depth
understanding of foreign street culture and China
street culture, the design of China street clothing has
often appeared as a simple combination of popular
elements in the design process, or even plagiarized
behavior, without breakthrough progress. Thus it can
be seen that the most prominent problem of domestic
street culture clothing design is the lack of innovative
design concept, which cannot truly integrate with
Chinese culture. Therefore, street culture clothing
cannot form a greater influence.

create different effects by different extrusion
methods. Layering is a creative combination of
different fabrics, so that different fabric structures and
layers can be combined in different ways. This
creative combination can be layered in different ways
to present different styles.
Mosaic is a kind of clothing fabric application
technique. This kind of design is a craft inherited
from ancient costume design, which has become a
way of innovative decoration expression.

4

4.3

4.1

ANALYSIS OF CREATIVE
APPLICATION OF CLOTHING
FABRICS
Originality of Fabric Structure of
Clothing

For the innovative application design of clothing
fabric, it can be called the re-innovation of fabric
structure, which is mainly about the reconstruction of
the internal and external structure of clothing. In
general, the structural innovation means of clothing
fabric mainly include pattern folding, layering, inlays,
etc. Through the combination of various ways, the
fabric design presents different visual effects.
For example, pattern pleating is a common
method of fabric creative design, which is mainly to
create a visual effect of pleating by extrusion, and to

514

4.2

Creative Colors of Garment
Fabrics

The creative application of fabric color is mainly
shown in the way of shaping different colors. In the
creative application process of China garment fabrics,
the main techniques are batik, smudge (like
Chinese ink prints) and hand painting, etc., followed
by embroidery and decals.
In the process of clothing design, color is the most
direct expression of individuality. Therefore,
designers must carry out creative processing and
reasonable color layout to enhance the visual effect of
clothing design.
For example, embroidery refers to the process of
clothing design, in which the designer designs
creative patterns and uses silk threads of different
colors for decoration.
Hand painting is also a kind of creative design
method frequently used by designers in the process of
clothing design, mainly through color dyes such as
propylene to present the designer's creativity
manually.

Creative Materials of Clothing
Fabrics

The originality of fabric material refers to the
innovation and improvement of the initial link of
fabric so as to present the feeling of fabric
mechanism. In the process of clothing design, the
fabric of different materials is mixed and woven, so
that the clothing works present diversified visual
effects and highlight the brand personality.
In the creative design process of China clothing
design materials, the commonly used methods are
knitting, blending, embossing, sewing and hollow
out.

Research on the Application of Creative Fabric Design in Street Culture Clothing Design

Figure 1: 2016 Asia Quilt & Knit Festival works. Shanghai.
Photographer: ZHANG Ning

For example, hollow out refers to the process of
hollowing and carving with the help of special
machines and equipment, so as to achieve the effect
of a hollow out. Each hollow pattern is connected to
form a variety of creative patterns.
There is also knitting where the designer will use
hemp rope, ribbon, wool and other raw materials to
weave cross knot, a kind of knitting method, among
them most have the Chinese characteristic Chinese
knot.

5

5.1

PROBLEMS AND
APPLICATION STRATEGIES
OF CREATIVE DESIGN OF
CLOTHING FABRICS IN
STREET CULTURE
CLOTHING DESIGN
Creativity and Style Design of
Street Culture Clothing Fabrics

In many cases, in the design process of street culture
clothing, designers will consciously highlight the
expression of fabrics in the process of using fabrics,
but often designers mistake and weaken the weight of
the style of street culture clothing.
In the design process of street culture clothing
fabric, a lot of designers on the basis of classical
design, combine with the popular clothing aesthetic
vision, because there are no bigger differences in the
clothing style so people will tend to aesthetic on the
use of the fabric. Although some works are popular
with consumers, there's no real street culture clothing
design and integration of fabric innovative design.

Under this background, the street culture clothing
designers, first of all, should analyze clothing fabric
and material characteristics to find unique aesthetic
characteristics, and extract by means of special fabric
details of local aesthetic feeling. By this way, the
actual and the integration of street culture clothing
design, forms a harmonious state of simplification.
Secondly, when designing the style of street
fashion clothing fabric, we should try our best to
develop the design of clothing style with threedimensional elements, so as to highlight the
individuality of clothing fabric, and demonstrate the
innovative design of clothing with progress, thus
making the design connotation of street culture
clothing fabric more prominent.
Finally, in the process of creative design of street
culture fabrics, the fabric design can be applied to the
partial design of street culture clothing styles, so as to
play the role of putting the finishing touch, and
highlight the combination of street culture clothing
design fabric creativity and clothing style design.

5.2

Creativity and Style Design of
Street Culture Clothing Fabrics

Clothing style is the highlight of individuality, and
also the aesthetic value of fashion design, which is the
main characteristic(feature) of its artistic expression.
Thus can be seen the importance of style design in the
design process of street culture clothing fabrics.
This is precisely what Chinese street culture
clothing designers lack, many designers pursue
excessive foreign street fashion aesthetic, and ignore
the national cultural characteristic style integration
development, so that the China street culture clothing
design does not conform with Chinese aesthetic
standards, or even seen as an alternative culture.
Therefore, in the process of creative and style
design of street culture clothing fabrics, first of all,
street culture clothing design should cope with the use
of the fabric characteristics and properties and fully
grasp and consider the collocation between them,
while the most modern aesthetic value standard
should show the effect of fabric, so that the street
culture clothing through the innovative use of fabric
texture, grain, etc, is able to highlight the personalized
characteristic(features).
Secondly, designers of street culture clothing
fabrics should fully combine their own design
concepts with appropriate fabrics for application
design, so as to truly design street culture clothing
fabrics that conform to their own design concepts.
Finally, as the fabric has changed a lot with the
development of science and technology, new methods
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should be actively used in the design of street culture
clothing style to integrate with clothing design, thus
forming its own style characteristic.

5.3

Creativity and Fashion Design of
Street Culture Clothing Fabrics

In the process of street culture clothing fabric
creativity and fashion design, how to make designers
skillfully use appropriate fabrics and apply them to
the design of street culture clothing, and maintain the
coordination between parts and the whole is the
biggest difficulty, which is also the deficiency of
Chinese street culture clothing designers.
Therefore, in the process of street culture clothing
fabric creation and fashion design, first of all, street
culture fashion designers should pay attention to
highlighting the aesthetic value of the times from the
overall perspective of fashion design, and further
strengthen the partial structure and modeling of street
culture clothing, such as creative design on the hem
and cuff of clothing.
Secondly, it is necessary to fully understand the
corresponding fabric materials in the street culture
clothing design, and to design the street culture
clothing works by overall mastering the aesthetic
thinking direction of the clothing design.
Finally, the street culture clothing design makes
innovative and creative design through reasonable
use of manual printing and dyeing, space modeling
and other methods, and integrates simple fabrics with
street culture clothing, showing a highly coordinated
aesthetic feeling.

6

CONCLUSION

Since the reform and opening up, China's economy
has achieved a breakthrough development. At the
same time, the spiritual civilization demand of the
Chinese people is also growing, and the popularity of
street culture is also one of the manifestations. In the
design of street culture clothes, most existing fabrics
cannot meet the creative design requirements of
fashion designers. Therefore, fashion designers make
innovative design of clothing fabrics and create street
culture clothing products more in line with the needs
of China consumers by integrating modern, ethnic
and diversified fashion design concepts.
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Abstract:

Javanese people has a special character in conveying their feelings which makes majority of their
cultural products related to philosophically meaningful codes and symbols. Abstraction of Javanese’s
mindset and paradigm is visualized on their daily life supporting objects. Stylized female figures is
regarded as novelty since most batik motifs with classic characters displaypatterns and contents (isenisen) in stylation forms of flora, fauna, and natural elements such as water, clouds, wind, fire and
mountains. Stylation of batik women crafter on Mbok Semok batik motif is a cultural change symptom
in Girilayu. This study aims to: (1) find out the background of batik motif realization as a visual idiom
ofJavanese in Girilayu; (2) describe the meaning of visual idioms from Javanese philosophical
perspective on Mbok Semok batik motif; and (3) analyze cultural changes which occur in Girilayu
community from Mbok Semok batik motifs visualization. Change is a dynamically happening and
flowing necessity which finds its shape in Javanese today. The emergence of batik women crafter figure
stylation in Girilayu on Mbok Semok motif is an abstraction of space recognition on women authority
as well as their domestic territory. Mbok Semok for Girilayu community is a symbol of strength and
fertility.

1

INTRODUCTION

Image visualization or image embodiment currently
reaches the peak of its meaning. Image or visual
language is universal. The image of a mountain is
agreed as a mountain by all inhabitants of the world,
and it is only distinguished by the way of mentioning
or naming it based on differences in language sound.
Social media has deconstructed the order of the
society in virtual and aesthetic zones, and given space
for dissemination without any barriers. Ethics is
controlled directly by lay users who are agree to be
called netizens (cyber or internet users) by using
norms, values, and understandings from various
perspectives and schools; sometimes it seems too
vulgar regardless of the context and competence.
Expressions, symbolization, criticisms, idioms,
speeches, figures of speech that were initially limited
to an imagination, writing, and oral expression; are
currently able to be implemented in image or visual
language as a visual idiom (Straubhaar, LaRose, &
Davenport, 2016: 3-33, 505). Defining and
interpreting visual idioms lead to any possibility of
multi-interpretations. Thus, it stimulates the

emergence of conflict in varying degrees depending
on its emerging intensity. All visualization forms
have similar purpose to convey messages and
meaningful expressions without words (Allison &
Blair, 2000: 256-300).
Javanese people have long understood visual
idioms in symbolic systems and in the world of
complex layered symbols from their cultural
perspective and interpretation. The Javanese’s subtle
inner character and attitude have formed language as
a tool of communication which is full parables and
analogy. Visual idioms become appropriate form as a
medium of expression which is right on target and
without patronizing. The highest level is the
visualization of ma’rifa (makrifat) level since the
meaning is multi-interpretations, but there is an
agreement in scientific texts as a guide for academic
discussion.
Western researchers have conducted many studies
in the reading of Javanese community visual symbols
in sociological, anthropological, and philosophical
perspectives. Then it is described broadly using
semiotic, semantic, and holistic approach. The
novelty substance is always found even only from one
classical sign and symbol of Javanese community.
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Form consistency makes it easier if it is repeatedly
done as is rich in references. On the contrary a sacred
form is difficult to dig due to its minimal data sources.
This is a real evidence that the system of Javanese
thought goes beyond the times. Thus, the definition
remains relevant to the era change and phenomena.
Cultural change in Javanese community can be
viewed from simple aspects. One of them is through
the way people produce, reproduce, explore and
conserve cultural products. Sign and symbols as
visual idioms are found in Javanese community
artifacts; such as keris (wavy dagger) ornaments,
wayang (puppets), house buildings, clothing and
batik. The latest one is specifically independent and
is not always included in the category of clothing.
Instead it is included into artwork of wastra
(traditional cloth) with implicit and explicit meaning.
in addition, batik has a transcendent region as a
functional contemplative medium. Besides, batik
artists (makers) understand the process of putting the
wax using canting (special tool to make handmade
batik) on mori (cotton cloth used in making batik)
cloth is not merely about drawing dots and lines for
economic and commercial needs, but also a heart and
mind balancing activity against any fast, temporary,
and false things.
Conveying meaning indirectly by using a rotating
language pattern leads to a small talk and impractical
character impression. The Javanese’s perspective
views this as a polite attitude of a karmic norm.
Conveying an intention in frontal and vulgar manners
is considered as impolite and a norm violation. Idioms
specifically stimulate language creativity and
expressive power. Moreover, visual realm bridges the
embodiment of idioms into an interesting study. The
form of visual idioms is influenced by character,
norms, values, culture, and even geographical
conditions. The vocabulary of coastal communities
will be different from those who live in the mountains
when they refer to ‘sights’. Coastal communities will
refer to the blue sea as a sight; while the mountain
people will refer it to green forest. In addition,
Javanese idioms are mostly from the palace as a
center for culture and social institutions. A commoner
is not permitted to speak by directly looking at the
king's face and conveying his intentions using direct
language. Thus, idiom functions to soften in
conveying one’s intention and as an attitude mirror of
educated and culture men.
Javanese people categorize culture area to
emphasize men’s characters based on their living
areas, i.e. pesisiran (coastal people) and wong
nggunung (mountainous people). Coastal and
mountainous areas form contrastive characters and
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different economic support systems. The livelihood
for coastal area community is fishing (being
fishermen) and farming for mountainous community.
Coastal community’s character which is open
influences the way they think. They possess a habit of
studying and discussing. The atmosphere of the sea as
a destination for visitors from other islands and
continents (when air transportation is not yet
available) influences their attitudes and makes it easy
for coastal community to accept new dynamic values
and culture. Coastal people often call themselves as
suburban (wong pinggiran) community or saminism
which refers to a group of less civilized community.
Mountainous people, on the other hand, tend to be
quiet,
reflective
and
contemplative.
This
contemplative atmosphere may be created due to the
cold and calm climate conditions. The presence of
strangers is so carefully addressed that sometimes the
visitors will be associated with good or bad omens.
The visitors are usually the distant messengers who
convey information from the king or kingdom as the
center of administration. A popular term in
mountainous Javanese community emerges from this
phenomenon, i.e. ‘adoh queen cedak watu’ (far from
the king, close to the rock) which means they live far
away from the ruler but close to the mountain (nature)
(Endraswara, 2005: 17-19).
It is interesting and significant to study the way or
the attitude of Javanese coastal and mountainous
communities in responding to the development and
sophistication of technology, especially for wong
gunung (mountainous people). The regenerative
movements of Javanese mountainous people are
rarely detected because of their closed and selective
characters. The way people visualize messages and
express imaginative perspectives through visual
idioms on their daily activities absorbed as traditions
can be used as indicators of cultural change.
Meanwhile, batik is an explorative object which is
endlessly peeled and dug in multi-perspective
corridors as the supporting components involved are
massive and plural. The new form of motifs, patterns,
and wimba(space or appearance) regeneration on
batik is expected to open a new perspective on how
community groups respond to the speed of the era
through idiomatic visualization. One of the proper
methods for exploring the perspective of motif
development in community without intervention is
visual ethnography. (Ida, 2016: 4-9). Speakers who
are used as research subject are relevant to the data
regarding the changes in Javanese culture through
visual idioms on batik motifs occurring in Girilayu.
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2

DISCUSSION

Cultural change of a community is a complex series
composed of several supporting elements. This study
observes this phenomenon from different aspects on
a condition of cultural change in traditional
community based on the phenomena existing in
industrial revolution 4.0 era which rely on speed and
technological progress, i.e. the power of images or
visual as a means of expression. Previous studies’
discussions and results mostly review the existence of
forms, types, objectives, and concepts of visual
idioms from social media, while changes in
community from visual idiom aspects of wastra
(traditional cloth) tradition have never been deeply
studied.
Culture along with its all products and side effects
always moves dynamically, spirally and repetitively.
Static condition is merely the cause of unresistant and
disappearing cultural forms. This is due to the fact
that the perpetrators or regeneration move slowly and
gets slower until they stop at an end point. This
frequently occurs to traditional cultural products with
standard rules and which are less permissive or
intolerant to any change.
Javanese community has a dynamic and adaptive
character. Besides, Javanese culture can still be found
today even though only in a different presentation.
Commerciality factor seems to influence format
changes for tourism, entertainment, education and
economic commodities. Adjustments to these
changes which at least shape the new face of Javanese
culture aims at sustainability, regeneration, and
unbroken existence. Cultural representation which is
continuously affirmed will conceptually permeate.
Consequently, the spirit of values, norms and
meanings will still be understood across generations.

2.1

Visual Idioms

Visual idiom is defined as images used to insinuate or
criticize. The implied meaning is sometimes hidden
and difficult for some to understand. Moreover, visual
idioms are intended for specific (special) contexts and
groups. This term has existed based on Greek culture
to express messages aesthetically through works of
art. Visual idioms wrap and present their true
intentions using a better perspective, through form,
color, material, and texture (Barasch, 1997: 27-29).
Art psychology likens visual idioms as a
metaphorical figurative speech which is formed into
such works of art as paintings, sculptures, and even
moving images. There are two meanings of visual
idioms in this case, namely idiomatic expressions and

language constituents as semantics. The metaphor
expressed is deeply and philosophically meaningful.
Visual idioms psychologically reveal and describe a
person's character and mental state (spiritual) as well
as represent the occurring conditions and atmosphere
in a community, group, or even society. Manifested
visualization is guided by messages conveyed in
idioms containing metaphors (Cacciari &
Glucksberg, 1995: 284-286).
Artwork is a language practice representation of
ideas through new expressions. The message and
meaning conveyed by the language in the artwork
will be understood through intense observation and
appreciated as an aesthetic moment. An artwork in
this context is a manifestation of ideas through any
personal style as an expressive physical language
manifestation of messages, ideas, feelings, and
anxiety. Visual idioms in this case are simple
languages of a broad metaphor (Marianto, 2014: 224225, 238-240).
The process of forming visual idioms is related to
the way of a designer, artist, and creator thinking. The
order of designing, stimulating ideas, and imagining
process is then accommodated with a series of
equipment supporting visualization. Differences
usually appear in the goals to be conveyed and in the
final manifestation form. All possess similar moral
responsibility to build intimate interactions and
functions with the appreciators and users (Lawson,
2007: 25-27).
Visual language is the closest term to visual
idioms. Form or visual is simpler and universal than
words. In addition, different meanings can be
interpreted from one word by adjusting the context,
concept, atmosphere, the way in conveying,
intonation, and competence of the speaker or the
addresser; while form (visual) is simpler since one
form encapsulates various words. Binary opposition
is an appropriate relationship to analogize words and
forms. These two things are opposite yet
complementary and are able to stand alone but
depend on each other (Tabrani, 2012: 29). The
universality of visual language in its development is
not effective and precise in its meaning when using
particular perspectives regarding culture and habits of
a community which are formed sociologically
(Tabrani, 2002: 55-56).

2.2

Cultural Change

The word change actually becomes part of its own
cultural meaning. Culture is a complex series of
community’s activities results which continuously
repeats through time. Flexibility nature of a culture
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allows it to grow and change according to the
conditions of the community. Cultural diversity is
formed due to various factors and conditions.
According to Bakker the term culture originates from
Sanskrit abhyudaya which means good results,
progress, and prosperity. Edward Tylor defines
culture as a whole complex which is formed from
knowledge, belief, art, law, morals, and habits (Uhi,
2017: 3-4).
Culture changes due to collisions, conflicts, and
problems. The problem mentioned here does not
always mean something negative, yet it is a condition
which requires the best format due to the existing
strong influence and dominance of a product.
Moreover, the cause of this occurrence is the nature
of 'move' in the culture itself internally, for example
an advance in technology leads to the emergence of
its derivative variables such as social media (as
already mentioned in the introduction). The definition
of change itself is something referring to transition
and exchange activities.
There are three possibilities if a cultural change
occurs, i.e. there are components which will be
maintained as they are still relevant and strong, some
are side by side with the new one (acculturation), and
some will be replaced or adopting the new value
(assimilation, adaptation, accommodation) (Liliweri,
2018: 266- 273). Acculturation itself is a mechanism
(defense or resistance system) of cultural changes
which raises several problems, including additions,
syncretism (fusion), substitution (replacement),
deculturation (emergence), and rejection (refusal)
(Kodiran, 1998: 87 -91).
Cultural change can be defined as an alternative
when the condition faces two or more similarly
valuable and materially beneficial choices. The
choice is free and the logical consequences are the
responsibility of the perpetrator. When changes occur
based on these alternatives, a series of norms in the
community indirectly contribute to take part in
supervision (Bakker, 1990: 54). The choices made by
the community will form classifications, strata, and
class. In addition, this classification is formed and
determined internally for social supervision. The
community will give different treatment in
responding anyone who speaks using fast or slow
intonation (Bourdieu, 2010: ix).

2.3

Characters of Javanese Community

Java, to limit the elaboration in this discussion, refers
to Central Java. Based on the history of the discovery
of the largest Javanese fossil along the Bengawan
Solo River, Java is referred to Homo Soloensis. A
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brief description of Javanese community views the
Javanese as people who are subtle in speech and
attitude, keeping their intention by using layered
speech delivery. However, when their self-esteem is
disturbed, they will be able to beat back the opponent
without degrading or underestimating. Semar
character in Mahabharata story is a description of
Javanese community. Semar which is derived from
‘samar’ which means pseudo, vague, and unclear; is
a representative of the Javanese character whose way
of communicating or conveying their intentions by
being veiled or hidden, and preferring to not being
forthright.
Javanese community relies on their feeling and
knowledge of titen (remembering), so it is not
appropriate to call them as lack in logic since they are
too reliant on feelings. The knowledge of titen uses
calculations based on seasonal cycles and natural
conditions, so that Javanese people also use scientific
and quantitative thinking concept. Pranatamangsa
(calculation of seasons) and weton primbon (birthbased calculations) are currently still used in
agriculture even though the climate condition has
changed due to global warming. Moreover, people
still use these calculations before holding some life
cycle ceremonies such as marriage, birth and death to
determine good days and to avoid naga dina (bad
days) and calamity or disaster, even though there are
also assumptions and beliefs of some people
believing that all days are good and it depends on the
purpose and effort in its implementation (Endraswara,
2005: 7-31, 115-130).
Life cycle ceremony in Javanese community has
a noble goal as a reinforcement of sustainable cultural
values and norms. The current commodification of
traditional ceremonies for commercial and
entertainment purposes must be considered from
educational glasses as a way to support the
community in maintaining its sustainability since
living traditions are those which sustain or in
Javanese terms it is popularly called urip iku kudu
urup (life must be alive, life must be give advantages
to others) which means living a life, one must work
(work, make an effort, try) (Purwadi, 2005: 1-3).

2.3.1 Modern Javanese Community
The development of technology, globalization, and
information has reconstructed all life aspects.
Changes occur especially in community's attitudes to
adapt (adaptation) and follow the offer of continuing
progress and sophistication. Javanese community
now faces some choices in positioning themselves
and building personal images. The alternatives
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include three styles, i.e. old, middle (medium,
combination of modern), and modern. Each certainly
has its own advantages and disadvantages. Moreover,
these three styles live side by side in Javanese
community today and complement each other's
shortcomings.
Old Javanese consists of sesepuh (the elders) and
community leaders who still apply traditional
Javanese values along with its normative rules.
Middle Javanese is a generation which combines the
values of conventional traditions and moderate
mindsets. Modern Javanese is the latest generation
born in the millennial era. Javanese blood is only
genetically understood and recognized by their
generation of modern Javanese as their origin.
However, they do not strictly apply normative
Javanese rules. Middle Javanese usually acts as a
mediator of conflicts between the old and modern
Javanese. Often the old Javanese people refer to the
generation of modern Javanese as people who are not
njawani (do not behave like Javanese) as they tend to
be expressive and almost without symbols. On the
contrary, modern Javanese will consider old Javanese
as a conservative and insensitive (to global era)
community group.
Javanese world empirically is a transcendental
region of typical Eastern thinking; not only black and
white, but hidden in gray areas (middle world, liyan)
which is seen not to balance or it is often referred to
as madya (middle, in between). The middle or madya
philosophy puts the mind and soul of Javanese in
balance, no more or less. Madya (middle) is between
the beginning (purwa) and the end (wusana)
((Endraswara, 2005: 4-5, 54-55). Today's Javanese is
the result of concoctions from various cultures which
were present in the past, like pots which is used to mix
various kinds of ingredients and seasonings. Javanese
mentality is thinking before acting, acting with
feeling (taste), and self-control is a true teacher. The
principle of harmony is used by Javanese community
to absorb and interpret modernity with consistent
mental qualities (Permanadeli, 2015: 95). Javanese is
Suwung (empty); a condition described by the
Javanese spiritualist as the peak of calm, tranquility
and peace. The reality merges in the dimensions of
space, time, and can be felt. In addition, the Javanese
who have reached the conditions of being suwung
will turn into a soul who will never be (are not easily)
caught up in the life dynamics which are full of
ambition, obsession, and conflict. KGPAA
Mangkunegara IV describes it at Serat Wedhatama in
Pupuh Pangkur (first) 13th verse, as the ultimate
reality which can be understood when exploring
ourselves, the attitude of a meditative soul and

connected with a contemplative
(Dewantoro, 2017: 9-20).

atmosphere

2.3.2 The Position of Today’s Javanese
Woman
Javanese women are kanca wingking (sleeping
partner) and passive, obedient, and submissive to
husband (men). This opinion is spoken frontally by a
layman who is fascinated by the history of the past
social institutions in Javanese community. In
kingdom era, the role of Javanese women was very
vital in helping formulate decisions and policies, even
give influence on when the right time to launch an
attack to the enemy. One of the stories telling the
greatness of Javanese women is based on the
greatness of Matah Ati (the empress of KGPAA
Mangkunegara I) who became warlord of estri
(female) army in the early guerrilla era during the
initial establishment of the Mangkunegaran Praja
(Mangkunegaran Kingdom) (Carey & Houben, 2018:
37-43, 63). The position of Javanese women is
currently changing, not only by dint of R. A. Kartini
who promoted emancipation, but external and
internal factors in Javanese community also
contribute to social reconstruction in Javanese
women’s daily role and in the development of the
wider community.
The ideal concept of Javanese women in the past
and present is significantly different. In the past,
attractive women are those who can run 3M, namely
macak (make up), manak (give birth), masak (cook)
or are good at dressing up, giving birth to healthy and
good children (fertile), and cooking. The domestic
areas of past Javanese women were kitchen, wells and
bed. The position of the weak, minority, and without
choice appears from the area of activities provided for
them. Sophisticated technology, international
egalitarian human rights agreements for women,
adequate facilities, and supportive information flows
have changed the position of women to be equally
with men. Awareness to be educated and schooled
changes the insights and horizons of Javanese women
to give more contribution to the community without
leaving their natural role. The ideal concept of
Javanese women today is to be highly educated and
still be able to play the role of mother and wife for the
family, as well as the citizens and servants for the
community.
Women are recognized as a key component of
sustainability. The nature of women meant here is
reproductive function to give birth to children as
regeneration and as a balancing axis of masculinity.
The nature of asah (giving mental education), asih

521

ICONARTIES 2019 - 1st International Conference on Interdisciplinary Arts and Humanities

(fulfilling emotional need), asuh (giving medical and
health need) in women naturally functions as a school
to prepare a better generation in the future. The peak
of Javanese women idealization is when they become
mothers, have passed beyond hormonal and
emotional fluctuations for 270 days (9 months), feel
the pain which is equivalent to 20 bones broken
together during childbirth, and give all the soul, body,
and time during breastfeeding without other intake for
6 months and it continues until the child ages 2 years
old. This laku (the way/right behavior) or natural
processes confirms women as strong beings in their
roles.Javanese community adopts the value of
women's strength and verbally visualizes it as simbok
or mbok (mother). Daily life is a functional area of
Javanese women. Thus, the term mbok-mboken
(homesick) emerges which refers to feeling close to
mother to assume a feeling of longing to return home
or when returning home means to feel mother’s love
again. Once a Javanese woman was an object, but
now Javanese woman has turned into a subject.
Nevertheless, Javanese women still need a stronger
figure naturally to protect and guard, men, beyond
their power and portion of domestic responsibility to
emancipatively conduct their ideal social role
(Permanadeli, 2015: 231-245).

2.4

Batik and Girilayu Community

The function of batik was originally known as
clothing with special motifs which were used by the
royal family and nobles. Certain batik motifs are
called larangan (means prohibitions) since they may
only be worn by kings, officials, and nobles with
certain positions; and commoners (ordinary people)
are not allowed to wear such motifs. Batik in Javanese
is called seratan, which is derived from the word
serat, which means writing, because the entire batik
process initially used canting (special tool to make
batik) as a substitute for pen with liquid wax ink.
Motifs are made on a sheet of cloth as writing on a
paper. Seratan is assigned to reveal the beauty and
display implied messages through ornamental
meaningful patterns. Batik skills possessed by
Javanese community are based on hereditary stories
about the story of the king of Jenggala Kingdom
named Lembu Amiluhur who married a noble
daughter of Coromandel Peninsula (a region around
India today). The queen learned to make batik, weave,
and paint from the palace masters while waiting for
the king who was wandering and hunting (Adnyani,
2017: 21-52). The use of batik cloth as clothing was
also written in Raffles' notes which were completed
into a collection of writings in 1813 (2014: 58-59).
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Wastra (traditional cloth) covered by wax dyeing
using canting is described as a medium of symbolic
narration to express their soul from a certain point of
view and visual ideology (Situngkir, 2016: 22-23).
The varying characters in each batik enclave show
the attitudes and guidelines of the community. In
addition, geographical indications influence the way
to interpret cultural activities and create identities.
Coastal batik is rich in color and dynamic as the
characters representative of dynamic, open and
expressive community. Outback and palace batik
(classic, larangan motifs) are otherwise; abstract,
stilative, and dominated by firm color tones such as
black, white, cream, dark brown, and dark blue
(sogan nuances; batik motifs with brown color
dominance); character representative of a community
who are introvert, careful in behaving, and having a
layered system in conveying messages. This study
focuses on observations in Girilayu; an administrative
village area with a contemplative aura applying visual
idioms to the work of wastra (batik) as a form of
mental expression (Tabrani, 2012: 100-102).
Girilayu, a fertile village at the foot of the Lawu
mountain, Karanganyar Regency, Central Java, has
developed into a batik area with a far from
commercial impression. The cool atmosphere of
mountain air, surrounded by forests and open
productive plantation land causes the movement,
style and rhythm of the coomunity’s activities to run
slowly and modestly.
At the beginning of the guerrilla struggle led by
Pangeran
(Prince)
Sambernyawa
(KGPAA
Mangkunegara I), Girilayu became a place of tetirah
(rest), a place which was designed to be alone
(seclude to get quiet), rest, and meditate. The location
of this tetirah was chosen by Prince Sambernyawa as
his eternal resting place based on the hints or
wangsit(divine inspiration) he received on one of the
night during his hermitage. This place is known as
Astana Mangadeg. Girilayu is now still visited by
various groups for pilgrimages, academics to trace
Prince Sambernyawa glorious track record from
political, social, historical, economic and cultural
aspects, as well as biodiversity experts who make this
place to identify the preserved and well protected
pristine natural biodiversity.
Dynamic cultural changes occuring in Girilayu
community can be characterized through several
things. One indication of this change is in the
visualization of batik motifs as an idiomatic
expression of the community.From 2015 to 2016 new
batik motifs emerged which still retained classical
elements in terms of patterns, colors, and themes.
Batik makers previously only made batik motif by
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orders and became sanggan (canting workers) from
well-known batik companies from Solo, Central Java.
The persistence of Girilayu community in
maintaining hereditary traditionsunconsciously forms
the work of idiomatic wastra to be an interesting
subject to study. Mbok Semok batik motif is a work of
wastra with strong visualization featuring visual
idioms. The stylization of batik motif called Mbok
Semok (as well as the name of the motif) raises a
strong character of Girilayu community on one hand.
On the other hand, this leads to a changing culture of
Javanese community in repositioning women in
social strata.

2.5

Visual Idioms of Mbok Semok Batik
Motif and Cultural Change of
Girilayu Community

Figure 1: Mbok Semok batik Motif.

Activities of making Batik have become the daily life
of Girilayu women. Applying wax using canting on a
piece of cloth was originally a means of
contemplative recreation. The scent of the hot wax
and the curvy lines and dots on the white mori(cotton
cloth to make batik) are collective visual memory
which accumulates across Girilayu generations.
Canting breed has genetically flown in Girilayu
women. The fertile area at the foot of the Lawu
Mountain was originally built as a tetirah (retreat) for
Prince Sambernyawa (KGPAA Mangkunegara I). It
was then continued to be the eternal resting place for
the Mangkunegaran rulers. There are currently three
large tombs in Girilayu region, i.e. Astana Mangadeg
(KGPAA Mangkunegara I, II, and III tombs), Astana
Girilayu (KGPAA Mangkunegara IV, V VII and VIII
tombs), and Astana Giribangun (the grave of the
family of second President of Indonesia; HM
Soeharto. Mrs. Tien Soeharto was a descendant of
KGPAA Mangkunegara IV and thus she had the right
to build a family tomb in this area). The correlation
between the existence of the tomb and the activity of

making batik is very strong. Girilayu batik is a
descendant of the caretaker of the three large tombs.
Batik women existing in Girilayu were originally the
wives of the tomb's caretaker. They were batik
makers of Mangkunegaran palace who accompanied
their husbands’ duties as caretakers and keeper of the
tombs in Mangadeg and Girilayu. The king gave them
land to be cultivated into productive plantations as a
side activity. The products of the farm are partly
consumed by themselves and the excess is sold to
meet their daily needs. Their salaries were earned
from selling the crops; because the trust of the
Mangkunegaran palace as the caretaker was the
greatest asset they had and this significantly formed
loyalty in serving as abdi dalem (royal servants).
Tirakat (spiritual self abstinence or calmness used
by Javanese as a medium of communication to God),
laku of being apprehensive, and fasting are to be a
ritual done by the tombs’caretakers and their
descendants, as inner and sense workings, and lust
controller. They continued the tradition of tetirah
carried out by Prince Sambernyawa in that place. The
climate and geographical conditions which are cool
and quiet definitely support such activities of soul
balancing in the Javanese perspective. Controlled lust
makes Girilayu community, including batik makers,
become sensitive to the surrounding environment.
Their sense becomes sensitively trained to read and
capture the signals sounded by the nature, for
example they will know that there is an upcoming
distress and disaster know from natural signs. Like a
mother and their children, the nature is the mother and
Girilayu community is the children. They avoid
conducting bad behaviour and destroying the nature
in order not to make the mother of the earth get angry
since the life of Girilayu people depends on the earth
and its natural products.
Girilayu's past history as a praja (an
administrative authority under kingdom or as
provincial level) region of Mangkunegaran, or it
precisely belongs to Matesih (it is currently a sub
district and Girilayu is a village in Karanganyar
Regency, Central Java) has left traces of values and
norms of Tri Dharma teachings from KGPAA
Mangkunegara I (Prince Sambernyawa), which it
now continues to be a guideline for the life of the
people living in the community. Tri Dharmawhich
contains wise and philosophical advice including
rumangsa melu handarbeni (sense of having
ownership), wajib melu hangrungkepi (must
participate in maintaining, preserving, caring for),
and mulat sarira hangrasa wani (always do
introspection or self correction) is currently being
used as a life motto particularly in Karanganyar
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Regency area. This teaching is deeply rooted in the
subconscious of Girilayu community, although it is
not orally expressed and taught. The enthusiasm for
continuing batik tradition as well as working with
contemplative feeling is the reality of the Tri Dharma
teachings, especially at the point of wajib melu
hangrungkepi which means people must participate
in maintaining, preserving, caring for the culture.
Conservative and sustainable nature is deeply implied
in this teaching.
A group of batik women in 2016 took the
initiative to create a typical Girilayu batik motif.
Since the first generation of Girilayu batik, batik
makers in Girilayu have never created a batik motif
specifically showing the identity and character of
Girilayu. Then, several motifs were created with the
idea of basic superior potentials of Girilayu such as
fruit, vegetables, tourist sites, typical village markers,
and flora-fauna as the richness of village biodiversity.
Mbok Semok batik motif becomes a point of interest
among others (see Figure 1). This is the only batik
motif displaying human stylistic figures in the style
of classical batik. This motif takes geometric pattern
elements of parang motif which are replaced by
aesthetic compositions of canting deformations. In
addition, sido motif is replaced by batik women
stylation. Then, it is also completed with Tri Dharma
monuments and circular shields from canting
deformations like ceplok motif character.

the Javanese perspective, big body in women is a
representation of fertility and strength (sacrifice). Big
posture of women who have given birth is due to their
lack of time to take care of themselves and pay more
attention to high quality food intake and because their
top priority is their family (husband, children, and
household duties). Woman stylation on Mbok Semok
motif is a visual idiom of shouting expression from
batik women to show their identity and existence.
Female stylation figure is a new thing in Surakarta
style batik. This motif can be categorized to Surakarta
batik style as the color and tone of the line and the
pattern tends to Surakarta batik style. Besides, this
character is formed since Girilayu batik artists are
hereditary working on classical Surakarta style batik
motifs and also because their ancestors are especially
Pura Mangkunegaran batik artists.

Figure 3: Tri Dharma monument.

Figure 2: Stylation of batik women figure in Mbok Semok
Batik Motif

Two attractive forms appear in Mbok Semok
representing the unconscious ideology of art in the
idiom of batik motifpattern, i.e. motif stylation of
batik women and Tri Dharma monuments. Stylation
of batik women gives a distinctive atmosphere and
dominates the entire batik motif. Meanwhile, the
inspiration for Mbok Semokmotif’s name comes from
the female batik makers (see Figure 2). This term is
agreed to represent a group of female batik artists
(batik women) in Girilayu whose big (fat) body. In
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Mbok Semok is a visual idiom to show the power
of women (batik artists) in Girilayu. Beautiful and
charming women for Girilayu community are a
source of life by being mothers (married, giving birth
to children) or mbok from the word simbok, a term to
call mothers in Javanese; and a support by becoming
batik artists (help supporting family economy).
Cultural change can be seen from the way of the
whole Girilayu community, especially men, agrees
female figures to come forth. Women originally
played a role as kanca wingking (sleepingpartner)
who ought to obey their husbands, all their
movements and behavior must be careful in order not
to defame the family, especially husbands. Mbok
Semok motif is agreed to be a distinctive Girilayu
motif. This means that the community acknowledges
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the existence of batik women and women as
individuals who are able to contribute for community
welfare.
Tri Dharma Monument is the second visual
idiom emerged in Mbok Semok batik motif. The
monument located in Astana Mangadeg tomb area is
described as approaching its original shape with a
little stylation, especially by removing the base of the
monument in the form of basic building or a square
and terraced base. Small sized monument stylation
colored with the basic color of the cloth (white) is a
representation of purity and normative teaching
abstraction which has become life guideline of
Girilayu community. The monument symbolically
represents the form of phallus (male genitals), as a
representation that men in Girilayu do not dominate
but as supporters and still have a respected position in
the social strata; the existence of batik women
somehow begins with abdi daem (kingdom’s
servants) and tomb caretakers who are predominantly
men inviting their wives to serve in Girilayuland.

3

CONCLUSION

Visual idiom in batik motifs for batik women in
Girilayu is the arena of expression constellation to
reveal their existence and strength. Women in
Javanese communitynowadays get open space in a
position and are counted as a driver of the economy.
The image of a beautiful and empowered woman for
Girilayu community is not just a physical appearance,
but the one who can give life power by creations and
art works. Traditional Javanese community have their
own way to keep up with technology, not by being
part of speed and viral but by counterbalancing that
speed by slowing down and being contemplative
through symbols which are implemented in cultural
products. Cultural Changes in the community in
positioning women is still being controlled by values
and norms. Batik for Girilayu people is an idiomatic
visual medium which is elegantly and aesthetically
capable of being the entrance to influences, values,
and all novelty forms.
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Abstract:

This study aims to examine the structure of characterization of the Kapai-Kamat drama by Arifien C. Noer
with a theatre semiotics approach. Kapai-kapai's dramas are interesting because the problems presented by
the author are quite contextual to date even though they were written in 1979. This drama structure contains
many signs (sign) so that it needs to be analyzed using the theatre semiotics approach. Theatre semiotics
examines objects by interpreting a sign that is associated with the socio-cultural context. Drama scripts,
including Kapai-kapai, are semiotic symptoms, so researchers must regard the drama as a sign. The results of
this study are as follows. The Emak figure functions as a signifier (signifier) of power, while Abu signifies
(signifies) for the weak who are oppressed by power. The grandfather, who is religiously observant (signifier)
functions as a marker of humans who still consider religious values as a determinant of a better life direction
(signifies). The Mirror of Deception (signifier), which is always hunted by Abu, is a marker of uncertainty or
endless values (signifies). Employer figure II, who always calls Abu (signifier) with bell sound, is a marker
of the industrialization process that does not bring prosperity to the community (signifier). The social
background of the lower class where Abu and Emak are located (signifier) is a symbol of poverty that hit the
community (signifies).

1

INTRODUCTION

Sociologically and psychologically dramas can play
an important role in modern society, which always
deals with real and difficult life problems. Literary
works, including dramas, can bring benefits to life.
Dramas and other works of art generally cannot be
separated from human life and society. It is true that
Indonesia, as a developing nation, can live without
art. The view above implies that dramas cannot be
separated from life, meaning that it certainly can
enrich our spiritual life or experience. Life without art
means, to some extent, life without consciousness.
Thus, it feels right if one says that life without
literature will seem vulgar and rude.
One of the most noticeable benefits of dramas is
the role it plays in human mental development, which
is vital for balancing human material needs. It is
related to efforts to improve the spiritual ability to
appreciate all aspects of life and the prevailing norms
and values to achieve the greatest possible happiness
in life.
One way to carry out mental development is by
enjoying dramas. Dramas offer a deep understanding

of humans as well as the interpretation of and
reflection on every single event that happens in life.
Based on the story it tells, it turns out that Arifien C.
Noer’s drama entitled Kapai-kapai (1979) (literary a
struggle to get something) proves useful for attempts
to enrich insights of the nation’s people, especially in
relation to mental development of today’s people who
tend to deify more the values of materialism than
spiritual values.
In connection with the foregoing, in the following
analysis, the author will study the relevance of the
drama entitled Kapai-kapai as a means to sharpen the
nation’s intelligence, especially related to moral
education. This drama contains signs whose
significance needs to be studied further, for example,
the character named Abu. In this work, the author
limited the analysis only to the drama. This was based
on the consideration that compared to Arifien C.
Noer’s other dramas, moral values presented in
Kapai-kapai seem more intensive. The theory used to
study this drama was semiotics.
One of the characters that make Arifien C. Noer’s
dramas unique is the theme on which development of
the story is based. He often raised social issues that
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arose amidst society. It can be said that Arifien is one
of a few Indonesian male dramatists with a great
commitment to social issues. His dramas often
revolve around the themes of unemployment,
economic poverty, moral (spiritual) poverty, and the
like as in the drama Kapai-kapai.

2

THEORIES OF SEMIOTICS

Semiotics includes a theoretical approach to art,
which is currently quite popular among artists and
scientists. It is the study of signs (Nur Sahid, 2012).
The signs have both meanings and significance,
which are determined by their convention. A drama is
comprised of various structures of meaningful signs.
The semiotic approach includes an analysis of literary
works, including dramas, as an example of language
use based on additional conventions including
features that give significance to various modes of
discourse (Preminger et al., 1974: 980). By looking at
variations in its structure or the relationship between
its elements, a drama will have various significance.
In fact, in addition to the denotative aspect, signs in a
drama inevitably have secondary significance for the
audience that connects them to social, moral, or
ideological values associated with a particular
community (Nur Sahid, 2012).
Semiologist Ferdinand de Saussure states that
signs in semiotics have two aspects, which are the
signifier that refers to a concept or form of signs that
mark the signified, which is the significance (Noth,
1990: 60). Various facts show that most language
signs are symbols. About literary works, Preminger et
al. state that language is the first-order semiotics,
while literature is the second-order semiotics (1974:
981). The meaning of language is a meaning, while
the meaning of literature is the meaning of meaning
or significance. In a drama analysis, semiotics
functions to determine significance to the literary
work because a drama as a literary work constitutes a
system of signs that have significance. Drama as an
artwork is not a single symbol, but more to a semiotic
unit network that employs work-related symbols (Nur
Sahid, 2017: 155).
Mchael Riffaterre suggests that determination of
the significance of a particular work as a system of
signs is also often referred to as an effort to examine
the significance of such signs (1982: 23). He argues
that a meaning (signified) does not lie “behind” the
sign (signifier), but the signifier is a sign which
implies a meaning that readers should try to figure
out. Literary works as a structure of signs is an
artefact that has no significance before their readers

interpret their significance (Vodicka in Teeuw, 1983:
191). The theories above were used to study drama
Kapai-kapai.

3

THE THEME OF THE DRAMA
Kapai-kapai

When creating a work of art, an artist starts with
discovering its basic concept. The basic concept of a
work of art is often referred to as a basic idea
(Stanton, 1965). The theme of a drama is the
accumulation of various problems that exist therein.
The problems in the drama Kapai-kapai concern
poverty, both financially and spiritually, of its
protagonist named Abu. The poverty that Abu and
Item (Abu’s wife) suffered was caused not only by
their ignorance but also by a social system that did not
give the oppressed opportunity to develop
themselves, except for those who had money, such as
the character Master. It was such a condition that
made it increasingly hard to bridge a social gap
between the poor (Abu and Item) and the rich (the
Master).
Abu’s poverty constitutes structural poverty, i.e. a
type of material poverty that was passed down from
generation to generation. The only asset owned by
Abu was a bamboo house that would flood every time
it rained. Even, he often could not afford food
(Arifien C. Noer, 1984: 52). Before being trapped in
extreme hunger suffering, they, to some extent, still
upheld religious values (the teachings of Islam), even
though it was not that intensive. For example,
formerly Abu and Iyem refused to eat pork as
instructed by the teachings of their religion. However,
they finally did not comply with this order any longer
as they felt so hungry that they could no longer resist
it (Arifien C. Noer, 1984: 67). The shift in the way of
life of both Abu and Iyem, from a religious one to
disobedient one, resulted from their poverty. Thus,
poverty had transformed them into human beings who
were kufr/infidels (denying their religious teachings).
The poverty also led Abu and Iyem to lose human
values and spiritual values as well. This can be seen
from the moment when they had the heart to kill a
newborn baby Iyem had just given birth on the
grounds that they were unable to feed the baby
(Arifien C. Noer, 1984: 52). Such an act conflicts
with not only human values, but also religious
teachings.
The problems in the drama Kapai-kapai are also
related to the tendency of the lower classes or the
common people (Abu) who are powerless and have
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no power to deal with pressure from various elements
of power (Mother). Mother tried to control Abu’s life
(the protagonist), and Abu seemed unable to get rid
of the influence of his mother. Since the beginning,
Abu had been bewitched by all the tales his mother
told him about various kinds of worldly beauty, such
as the Mirror of Deception, the beauty of the princess,
and a handsome and powerful prince. These made
him forget his bitter life. All the persuasions and tales
his mother and her servants told him were nothing
more than an attempt to plunge him into a deeper
valley of suffering.
Under conditions of quite repressive pressure, the
character Abu was like a robot that is easy to program
as the ruler wishes (the character Master). In front of
Mother, Abu was powerless, and so was he in from of
the character Master. Abu is the embodiment of the
lower classes with no economic or social power, and
so on. In his entire life, he often submitted himself to
the influence of other parties, such as Mother and her
servant, and the Master. Even in front of the character
Master, Abu completely did not show his dignity as a
human being. As labour working at his Master’s
place, Abu was easy to control and obedient. The
ways he worked and acted were so mechanical and
monotonous that if the bell rang, he would think that
it was his Master calling him.
Based on the problems mentioned above, it can be
concluded that the drama Kapai-kapai concerns the
tendency of modern humans who are blinded by
worldly values that they forget religious values,
making their life lack physical and mental happiness.
The characters Abu, Mother, and Master are victims
of modernization. Their suffering resulted from
deviating from transcendental values.

4

ANALYSIS OF SIGNIFICANCE

As mentioned in section A, this study will analyze the
drama Kapai-kapai using a semiotic approach
because the problems in Kapai-kapai manifest
themselves as signs, symbols, or signifiers that have
significance, or in short, the discussion of the
structure of Kapai-kapai was discussed further in its
semiotic framework. Thus, it is expected that this play
can be interpreted based on a broader perspective.

4.1

Symbolization of Power

In the analysis of the structure of Kapai-kapai, it has
been revealed that the character Mother had
enormous power. The character Abu was always in
the grip of her control. In semiotics, the character
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Mother serves as the signifier. She is a symbol of
great power. She controlled Abu’s life as evident
from the beginning to the end of the story, where she
always controlled Abu’s life. On the other hand, Abu
also seemed unable to get rid of his mother’s
influence. Since the beginning, he had been
bewitched by all the tales his mother told him about
the Mirror of Deception, the beauty of the princess,
and a handsome and powerful prince. These made
him forget his real life. Because he was often tricked
into believing the dreams his Mother offered him, he
was often unable to deal with a tough life. All the
persuasions and tales his mother and her servants told
him were nothing more than an attempt to plunge him
into a deeper valley of suffering
Moreover, the character Mother was also quite
powerful to order the Moon and the Dark. She always
ordered the Moon to comfort Abu and the Dark to
torture Abu. The Dark and the Moon viewed Mother
as the character who had absolute power, making
them unable to refuse her orders. In semiotics, the
power which Mother and Master had can be
categorized as the signified, while the characters
Mother and Master who had such power are the
signifiers.

4.2

Symbolization of Religious Values

The presence of the character Grandfather in Kapaikapai reminds us of the character named Sabaruddin
in the play entitled Sumur Tanpa Dasar (A Well
without a Bottom) written by the same author. Both
figures instilled Islamic religious values into the
protagonist. In Kapai-kapai, Grandfather always
guided the protagonist’s life direction based on
religious teachings. Because the memory of the
Mirror of Deception had been imprinted on his mind,
Abu did not respond to Grandfather’s invitation. As a
result, Grandfather’s attempts to make him forget the
Mirror of Deception did not succeed.
As a man who believed in God, the character
Grandfather has fulfilled his obligations, namely to
call on others to live their life based on religious
teachings. Whether his attempt succeeded or not is
another matter. The character Grandfather also serves
a ritual function. This was evident at the time Abu
passed away, where he and Koor joined the others,
bringing Abu’s body to his grave. In semiotics, the
character Grandfather functions as the signifier while
the religious values demonstrated by his actions are
the signified, i.e. the aspect denoted by a sign.

Learning Lessons from Human Tragedies in the Drama Kapai-kapai

4.3

Symbolization of Endless Values

It is obvious that the title Kapal-kapai has a symbolic
meaning, namely a manifestation of the desire to
achieve something or, more precisely, the quest for
the Mirror of Deception. Actually the beauty and
magic of the Mirror of Deception existed only in the
imagination of Mother’s tale. Abu would never have
it because it was not real. If in the en, he managed to
get it as he passed away, it was useless. It means that
the Mirror of Deception was actually useless for Abu
because he already died when it was there. The values
are increasingly sought for, the more unclear the
existence. It all happened because these values were
not based on a clear concept. The values instilled by
Mother are different from the religious values
instilled by Grandfather. The values instilled by
Grandfather were grounded in a clear religious
concept, namely Islam. As a play writer, Arifien
seems to side with the character Grandfather. In the
semiotics of literature, the Mirror of Deception may
function as the signifier, while endless values
function as the signified.

5

CONOTATIVE MEANING

The explanation above provides an analysis
denotatively. The following section concern the
connotative analysis. Sociologically, Arifien C.
Noer’s way of life and the process of creating both
dramas are influenced by the actual social conditions
of Indonesia, which are characterized by the process
of social change that is extremely powerful. Social
change results from the process of modernization in
various aspects of life, including industrialization.
Industrialization promoted by the government in an
effort to increase the national economy turns out to
have an impact on the emergence of the culture of
materialism among the people. As a result, many
people worship money and other worldly goods and
no longer comply with transcendental values.
Today’s humans tend to adore worldly matters rather
than spiritual or transcendental matters.
In this case, Arifien, as an author and dramatist,
tried to respond to various negative effects of
modernization through his works, especially dramas.
In addition, it seems that he intends to express his
views on the shift in values in society as a result of
modernization. This drama is a manifestation of
Arifien C. Noer’s social criticism of Indonesia’s
development process which only emphasized an
economic approach, rather than a humanitarian one.
This results in a shift in the value system in society.

For Arifien C. Noer, the condition above is not right.
Thus it needs correction.
In a semiotic perspective, the drama Kapai-kapai
shows a variety of symbolic elements. The symbols
(signs) include symbolization of the values of power,
the symbolization of the oppressed, the symbolization
of religious values, and symbolization of endless
values. These symbols contradict one another. The
symbolization of the values of power is in opposition
to the symbolization of the oppressed, while
symbolization of religious values is opposed to
endless values.
Connotatively, the characters Abu and Iyem are
the symbolization of the oppressed. The dream of the
glitter of the palace with beautiful princesses, adorned
with diamonds and gems, with Abu as the Prince
represents Abu’s unconscious obsession trying to
escape from his tough life. Furthermore, when the
character Grandfather persuaded him to live his live
based on religious teachings in order that his life
would become better, he always refused it. Because
of his ignorance and illiteracy, Abu could not
understand his Grandfather’s view of the importance
of belief in God’s power that promises happiness in
the hereafter (Arifien C. Noer, 1984: 33-34).
Abu’s reluctance to follow Grandfather’s order to
understand religious teachings–instead of trying to
get the shadow of illusion, which is the Mirror of
Deception also has a connotative meaning. The
meaning is related to the fact that in the context of
modern society, people are more interested in the
illusion and imagination of worldly beauty which is
not real rather than the imagination of eternal
happiness in the hereafter. They prefer to worship
worldly happiness rather than preparing themselves
for life after death. The life tragedy that happened to
Abu constitutes a human’s suffering who believed too
much that worldly matters could give him inner and
outer happiness. The truth is in the absence of a
balance with spiritual matters that are based on divine
teachings; worldly matters will actually cause
sufferings, physically and spiritually.

6

CONCLUSIONS

Based on the analysis above, it can be concluded that
life suffering experienced by Abu is manifested in his
poverty and kufr in the course of his life. Poverty
made him focus on trying to get worldly beauty, even
if he did not succeed until he departed from life. On
the other hand, the divine teachings taught by
Grandfather were not implemented during his life,
making Abu a poor and kufr (did not comply with the
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teachings of his religion) human being at the same
time.
As an author, Arifien C. Noer does not seem to
allow the characters to look for a value system
between the two value systems. In Kapai-kapai, the
author seems to side with the character Grandfather,
who always reminded Abu to live according to the
religious teachings instructed by God. Abu’s death at
the end of the story was actually more to confirm that
the worldly values offered by Mother to Abu should
never be put into practice. In reality, these values had
caused Abu great suffering in the course of his life.
The existence of the character Grandfather who was
still alive until the end of the story, even
accompanying Abu’s body, is a sign that these values
should be implemented.
So, through the character Grandfather, Arifien C.
Noer tells the moral of the story to the readers. Arifien
did not let the readers find out on their own the moral
values of the plays. Instead, he clearly directed them
through the existence of the character Grandfather.
The drama results from social awareness so that it is
a pathway towards better social awareness. Through
the values offered, the author’s Grandfather invites
the readers to reflect on the importance of the
meaning of transcendental values as a counterweight
to the rampant spirit of materialistic values in modern
life. This is actually the moral education that the
author wants to convey to the readers. The moral
education is quite relevant to the historical, social
conditions of our society in this third millennium.
Even though Kapai-kapai was written 39 years ago,
but its significance is still relevant to today’s
conditions.
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Abstract:

This study discusses the development of Music Department programs on Western music studies at the Institut
Seni Indonesia Yogyakarta (ISI Yogyakarta) in anticipating policy changes since the pre-periods of ISI
Yogyakarta until 2006. As the oldest state institutions provider for higher education in music, changes that
occur in the department are always expected nationally to be the ideal role model for the higher education of
Western art music studies in Indonesia. Historical development of the department’s study programs is very
important as the background understanding of the current development of music studies at ISI Yogyakarta.
Through the historical method with an evaluation approach on document review, this study tries to correspond
to former changes in higher education policy and the explanation on how the department has been adjusted
its programs in accordance. The data of this study comprises documents that include curriculums and national
higher education policies that are available at the institution’s office and online sources. This study found that
the department had tried to develop its programs under governmental education policies without ignoring its
specifications as well as development efforts in Western art music.

1

INTRODUCTION

This paper discusses the development of the Music
Department’s programs at the Faculty of Performing
Arts, Yogyakarta Indonesian Institute of the Arts,
from the initial birth of Indonesian Academy of
Music in Yogyakarta as its embryo in 1952, and since
the establishment of the Institute in 1984 until
2006/2007 academic calendar. Henceforth, I will use
the abbreviation of the local term for the two
institutions. For the first is the AMI (the Akademi
Musik Indonesia), and for the second is the FSP ISI
Yogyakarta (the Fakultas Seni Pertunjukan, Institut
Seni Indonesia Yogyakarta).
Currently, the FSP offers ten performing arts as
well as music programs. The FSP’s performing arts
programs include (1) the dance, (2) the puppetry, and
(3) the theater. Music programs consist of those
which are based on traditional local arts and the others
that are based on Western arts. Traditional local artsbased programs include (4) gamelan arts (the
Karawitan), (5) ethnomusicology, and (6) performing
arts education (a combination study program of
drama, dance, and music). Meanwhile, Western
music-based programs consist of (7) music study
program, (8) music education, (9) music creation

(local term: the penciptaan musik), and (10) music
presentation (the penyajian musik) study programs.
The last four were developed from the former single
program of Music Department, namely the Musical
Arts (the Seni Musik), that offers Western music
studies.
The leadership system at ISI Yogyakarta managed
in a four-year leadership period. Meanwhile, regular
academic activities at the Institute follows the
academic calendar which starts from the second half
of the year. The academic calendar includes two halfyears so that it covers the first semester from July to
December and the second semester from January to
June in the next following year.
The limitation time range of this study, which is
between 1952 and 2006, brought for several reasons.
Firstly, this study is based on the development of the
characteristics of former curriculums, which
originated from the periods of pre-ISI Yogyakarta.
Secondly, in the academic year 2007/2008, the entry
of new elements outside of these characteristics was
begun, namely the Pop-Jazz concentration. In
addition to the 2008/2009 academic year, the new
element was applied as part of the musical arts
curriculum. Therefore, this would not be discussed
further. Thirdly, the development-related policy
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reviewed in this study was the National Education
Minister's Decree No. 045/2002 concerning the core
curriculum of higher education. In 2008 the
government began instructing the KKNI (Kerangka
Kualifikasi Nasional Indonesia, or Indonesian
National Quality Framework, or INQF) socialization
to higher educational institutions. The discourse on
the application of the INQF in the education system
was triggered by the ratification of the Law Number
13 of 2003 concerning employment, and then the
Government Regulation Number 31 of 2006
concerning the national job training system as the
basis for the great work of developing the INQF.
This study is outlined by questions: (1) How the
Department’s forerunner and its Western Music
programs were firstly developed? (2) What and why
changes have experienced to the department’s
programs since the establishment of ISI Yogyakarta?
(3) What higher education model would be
appropriate for the Western Music programs at ISI
Yogyakarta in the future? Based on these questions
the purpose of this study are: (1) to uncover the
historical background of the formation of Music
Department during the establishment of ISI
Yogyakarta, (2) to analyze the Department’s
programs development in anticipating the changes in
Indonesia's higher education policies, and (3) to
approximate future development of Western music
studies at ISI Yogyakarta.

2

METHODOLOGY

To analyze early programs development at the Music
Department in order to anticipate the change in
Indonesia's higher education policies, this study uses
data and method as follow: Several documents as its
primary data and the combination methods of
historical and document evaluation approach. The
data is classified into two groups, the first is local
higher education document and the second is relevant
governmental policies.

2.1

Data

This study uses several documents as its primary data.
The data is classified into two groups, the first is local
higher education document and the second is relevant
governmental policies. The first group of data is local
higher education policies implementation on music
study programs profiles dan curriculums. These were
supported by qualitative data from local sources,
especially important persons that were involved in
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program development, both executives and
practitioners during the predetermined time limit.
The second group of data are information on
Indonesian higher education system which has been
based on the relevant governmental document, among
them are the Minister of National Education Decree
No. 45/2002. These documents are available online as
public domains. Data concerning the implementation
of higher education policies that are studied in this
research were available in the annual series of ISI
Yogyakarta’s academic guide books from 1984/1985
until 2006/2007 editions, preserved in the Institute’s
central library. The other corresponding data were
collected from (1) the education archives in Music
Department, (2) education office of the Faculty of
Performing Arts, and (3) the education sub-section
office of the Rectorate of ISI Yogyakarta.
From 1985 until 1994 the annual academic guide
books was titled the Buku Petunjuk ISI Yogyakarta,
but in 1993/1994 academic year, it was changed to the
Katalog ISI Yogyakarta, and then changed again to
the former name. Due to the inconsistency of the
guide book titles, in this paper it will be coded as the
Academic Guide Book, and be abbreviated as the
AGB, followed by its relevant academic year.

2.2

Research Method

This study utilizes the historical method (see
Watanabe, 1967) to describe diachronic portray of the
department’s development since the early stages of its
establishment in 1952 up to 2006/2007 academic
calendar. However, to explain the causes of changes
that contribute to the development of the program,
this study utilizes an evaluation approach through
document review. An evaluation study in the context
of educational research adds a description of tested
elements status of value, in terms of effectiveness,
desires, or social functions, and can suggest certain
actions. There are no extended generalizations
beyond this situation were evaluated (Best, 1982). In
addition, an evaluation is a critical testing process that
includes the collection and analysis of information
about the activities, characteristics, and results of a
program, and aimed to provide an assessment of it, to
improve effectiveness and/ or to inform programming
decisions (Patton, 1987).
In this study, occurred changes in the Music
Department were traced through official documents,
as well as information from several historical actors
in this regard. They were persons that used to hold
important positions, both in the corresponding
forerunner institution of ISI Yogyakarta and during
the early periods of the Institute. Subjects preferred
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for interview were especially former Heads of Music
Departments and their secretaries.
In the next steps, changes in the department are
analyzed through curriculum development like the
implementation of national regulation through related
published governmental policies during the time.
Furthermore, the curriculum model development that
had been applied will be evaluated chronologically.

3
3.1

Non-Formal Education, of the Ministry of Education
and Culture.

RESULT
The Beginning

Along with ISI Yogyakarta’s status as the oldest
Indonesian state university who provides education in
almost all branches of modern as well as traditional
arts, Music Department should be considered as well
as the first public tertiary education provider of
Western music in Indonesia.
During the pre-establishment period of the ISI
Yogyakarta, the embryo development of the
department started with the foundation of the
Indonesian School of Music or known as the SMIND
(Sekolah Musik Indonesia) which then became the
Indonesian Academy of Music or AMI (Akademi
Musik Indonesia) in Yogyakarta.

3.1.1 The SMIND (1952-1963)
The earliest embryo of the department can be traced
back to 1952 during the foundation of the SMIND by
the Directorate General of Culture of the Ministry of
Education and Culture. After running for five years
since 1952, the SMIND then was developed into two
separate institutions that each served as the providers
of different levels of education, secondary and
tertiary. Therefore in 1957, there were two types of
school, the SMIND-A as the secondary school and the
SMIND-B as the tertiary school. The first was then
transformed to be a four years secondary school
program called the Yogyakarta Secondary School for
Music (known as the Sekolah Menengah Musik, or
the SMM).
Up to date, the school still exists as one among the
three years education program type of the State
Secondary Vocational Schools (the Sekolah
Menengah Keterampilan Negeri, or the SMKN). The
historical music school is now being the SMKN 2, at
the Kasihan district of Bantul, Yogyakarta Special
Province. It specializes in Western classical music
studies. The administration of these schools, that
varied in their vocational specializations, is nationally
under the authority of Services of Secondary and

Figure 1: Institutional development of the early Indonesian
School of Music, the SMIND.

While The SMIND-A transformed to be the
secondary school, the SMIND-B then transformed to
be a tertiary education institution in 1964, known as
the Indonesian Academy of Music (the AMI). The
academy then finally affiliated with ISI Yogyakarta
in 1984. The AMI that offers Western music studies
in tertiary level had attracted the attention of
international musicians as well as music educators.

3.1.2 Indonesian Academy of Music (19641983)
During the AMI’s times, whereas the institution was
under the authority of Yogyakarta Cultural Office of
the Department of Education and Culture, its
educational concept of was labeled as the
undergraduate artist programs that focused in art
conservation. Due to this assumption, it could be said
that, as an art school, the AMI somehow resembled
the Conservatorium of Music in Western culture.
As part of the international cooperation program
of cultural authorities during that time, the AMI was
not only supported by local musicians and educators
as its faculties but also by international guest
teachers/ trainers. During that times they were not
merely educating local students but more important
was also preparing the near future local generation of
teaching staffs. It was aimed at maintaining the
sustainability of education at AMI Yogyakarta.
Selected graduates were then promoted to teaching
positions.
Based on the information from current music
educators who experienced the period of the AMI,
especially Victorius Ganap, Edward C. Van Ness,
Hari Martopo, Sukatmi Susantina, Edhi Susilo, there
were at least 18 international music faculties
employed at the AMI.
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Table 1: Full-time Local faculties of AMI/ ISI Yogyakarta
Name
R.M.A.P. Suhastjarja
Victor Ganap
Teddy Sutadhy
Susanti Andari
Sri Partini
Djuriati Djanan
Samiyono
Joehanto
I Gusti Nyoman Suasta
Hardani
Agus Rusli
Edi Soekardi
Jimmy Hartayo

Specialization
Vocal/ musical form
analysis/ orchestration
Vocal/ counterpoint
Vocal
Vocal
Vocal
Piano/ score reading
Violin/ music theory
Percussion
Violin
Contrabass
Flute
Trombone
Piano/ harmony/ keyboard
harmony

Table 2: International faculties of the AMI/ ISI Yogyakarta
Name
Edward C. Van Ness
Hugo Holleman
Nicolai Varvolomeyeff
Rene Berman
Alphonse van Leggelo
Jost Flach
Rene Baumgartner
Werner Schulze
Raymond Vevermann
Chris Bleinkinsopp
Fumiyoshi Maezawa
Ron Reeves
Peter Bansberg
Henk van Dijk
Robert Fuch
Jos Bredie
Smith van Waesberghe
Jack Body
Jose Evalengista
Vincent McDermont
Karl Edmund Prier

Specialization
Violin
Violin
Cello
Cello
Flute
Oboe
Clarinet
Fagot
Trumpet
Trombone
Saxophone
Percussion
percussion
Piano
Vocal
Guitar
Harmony
Composition
Composition
Composition
Counterpoint/
musical form
analysis

Country
USA
Netherland
Rusia
Netherland
Netherland
Netherland
Swiszerland
Austria
Netherland
Australia
Japan
Australia
Netherland
Netherland
Germany
Netherland
Netherland
New Zealand
USA
USA
Germany

The tables above show that there were more
international teachers than the locals for music
subjects. Besides full-time local faculties as well as
international part-time faculties who taught music
subjects, the Academy was also supported by fulltime teachers for general subjects, such as English,
French, Italian, research method, philosophy, arts
sociology, and anthropology.
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Table 3: General subject faculties of AMI/ ISI Yogyakarta
Name
FX Suharjo Parto
Nugroho HP
Sukatmi Susantina
Sumaryono
Untung Budi
Antono
Sumarni
Adi Murti
Yudiaryani

Specialization
English/ ethnomusicology
English
Philosophy
Research method/ statistic
Introduction to Arts/
anthropology
Indonesian/ scientific writing
technique
Italian/ Sociology of Music
French

According to Edhi Susilo there were more parttime and casual faculties employed at the Academy;
Among them were Dailamy Hasan, Nana Juhanto,
and Ina Srinawati (vocals); Jazeed Jamin, Kuei Pin
Yeo, Asiah Gani, and Shinta Ariani (piano); Ramli
Abdurahman, Suwandi, and Ati Bagio (violin), J.B.
Parnomo (viola), Joned (trombone), Suharyo (oboe),
Purwidodo (oboe), Suparno (flute), FX Soetopo
(composition), RAY Soedjasmin (orchestration),
Suroso (the karawitan), and Hari Surya (cello).
During the four years of the study period, students
were required to master three instruments. The first
was compulsory six semesters elective major
instruments (guitar, vocal, piano, harp, percussion, or
one of the orchestral instruments). The second was
two semesters complementary piano, except for piano
students that could choose other alternative
compulsory instruments as his/ or her second
instrument. The third instrument was other elective
minor instruments.
There were three programs offered by the AMI:
(1) the School Music, (2) the Music Theory and
Composition, and (3) Music Literacy. The first
program focused on secondary school music
materials and teaching. To conclude, student had to
arrange a school music project; alternatively, they
could do a case study on the classroom application of
school music in a certain school, or writing a topic
related to the specific instrumental teaching method.
The second program focused on the study of music
theory fields and composition. To graduate, students
had to write and performed publicly an original
composition of their own.
The third program focused on the mastery of a
major instrument and musicological aspects of
instrumental works. To graduate students had to
perform a 45 to 60 minutes public recital program.
Two recitalists normally performed their recital in a
two subsequent recitals package of the total of 120
minutes including a short interval in between. The
first examinee took the first parts for his/ her recital
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and after a short break, the second examinee
continued with the other recital.

3.1.3 Integration
In 1984, together with the other two Academies, they
were the Indonesian Academy of Fine Arts (Akademi
Seni Rupa Indonesia, or the ASRI) and the Indonesian
Academy of Dance Arts (Akademi Seni Tari
Indonesia, or the ASTI), the AMI Yogyakarta
integrated into the new ISI Yogyakarta. The Institute
was formed based on Presidential Decree No.
39/1984 and then formally inaugurated by the
Minister of Education and Culture, Prof. Nugroho
Notosusanto. Since the first time of its affiliation with
ISI Yogyakarta, most teaching responsibilities of
Western music studies were taken over by locals who
graduated from both institutions, the AMI and the ISI
Yogyakarta (Interview with Tri Wahyu Widodo,
former Music Department secretary, in Yogyakarta,
10 March 2011).

Figure 2: The integration of the three Arts Academies into
the body of the ISI Yogyakarta period.

Compared to other undergraduate programs, the
Music Department’s program had a unique historical
background in its establishment within the body of
ISI Yogyakarta. Since the establishment of ISI
Yogyakarta in 1984, all the three forerunner
institutions were developed into the two Faculties.
The ASTI was transformed into the new Faculty of
Arts, while the ASRI to be the Faculty of Fine Arts
and Design. Meanwhile, the AMI was transformed to
be a part of the Faculty of Arts as Music Department.

3.2

Early Development

During the first two and a half decades since its
establishment of ISI Yogyakarta, the Music
Department had experienced at least three general
changes. They were the periods 1984-1992, 1993-

2004, and 2004-2006. Each of them was
characterized by its curriculum orientation influenced
by the changes in governmental policies.

3.2.1 Conservation Period (1984-1992)
In order to conserve the basic characteristics of the
three affiliated former institutions, ISI Yogyakarta
provides at least 17 programs. The former ASRI’s
programs transformed into seven undergraduate
programs of the Faculty of Fine Arts and Design
while the former ASTI’s and the AMI’s programs
transformed into ten separate undergraduate
programs that were offered by six departments
(Ethnomusicology, Karawitan, Puppetry, Theatre,
Music, and Dance) of the Faculty of Arts. Meanwhile,
ISI Yogyakarta also developed the Non-Degree
Faculty of Arts to accommodate vocational interests.
(see AGB 1985-1988)
During this initial period, all of the forerunner
programs were formalized into the higher education
system under the Directorate General of Higher
Education (DGHE). The new system was classified
education type into two strata platforms, the academic
and the vocational. The academic platforms comprise
the S-1 (Stratum One) for undergraduate studies, S-2
for masters, and S-3 for doctorates. On the other hand,
vocational higher education was categorized as the S0 (Stratum Zero), which was consists of various
terminal programs, and was oriented towards national
development needs. The S-0 packages comprise
diplomas levels that encompass D-1 for one-year
diploma training, D-2 for two years, D-3 for three
years, and D-4 for four years. (see Governmental
Rule of the RI No. 27/ 1981)
Due to this academic adaptation, during the first
two rotations turn of the four years leadership period,
in the management system of ISI Yogyakarta, Music
Department accommodated three AMI’s study
programs; they were S-1 School Music, the S-1 Music
theory and composition, and the S-1 Music Literacy.
In the other side, to accommodate performance
interests in vocational arts, ISI Yogyakarta opened
three years non-degree programs (the D-3 diplomas).
All the new programs were put under the new Faculty
of the Non-Degree Arts. Because of this reason, the
D-3 Music Performer, not a part of the Music
Department.

3.2.2 Efficiency Period (1993-2004)
The characteristic of ISI Yogyakarta’s forerunners
had been run only until the end of 1993. Based on the
evaluation made by the governmental higher
education authority, at the beginning of the 1993-
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1994 academic year, the entire organizational body of
the Institute, except for the Rector and his three
deputies, as the top leaders, as well as some
Rectorate’s administration positions experienced a
restructuration. This was aimed by ISI Yogyakarta to
achieve the efficiency improvement of its managerial
process. Significant changes were the reduction from
20 to 12 undergraduate programs, including the
diplomas.
The Non-Degree Faculty of Arts could not get its
renewal operation license. As a result, all programs
were merged into new programs that mostly represent
the home branch of certain arts. They were operated
under the management of the remaining two Faculties
whose names have been adjusted to their new
programs. The Faculty of Fine Arts and Design was
changed to the new Faculty of Fine Arts, while the
Faculty of Arts became the Faculty of Performing
Arts
This condition had been continued to exist up to
the end of the first decade of the 21st century. The
three forerunner’s programs from the AMI were
merged into a new Program known as the S-1 Musical
Arts under the Music Department. However, the
education responsibility of the remaining students of
diploma (D-3 Music Performer) was temporarily
taken over by the Music Department. (AGB 19931994)
While most the FSP’s programs were merged into
new single programs, there were two new programs
gained their own autonomies that continue to exist up
to now. The Puppetry arts and the Ethnomusicology
which were formerly the study concentrations of the
Karawitan (the gamelan arts) Department, then had
been developed and stand as two separate
departments. (Compare AGB 1993-1994 and AGB
1989-1994)
Until 1994 Music Department still executed two
programs, the S-1 Musical Arts and the D-3 Music
Performer diploma. Except for the Theory and
Composition program, the other two former programs
that were the heritages from the AMI period, which
was retained with its original name. They were
maintained as the elective packages of the “Major
Interests” packages. These elective packages could be
chosen by students from the third semester. Both
packages were maintained in the next 1997-2000
leadership period. The same curriculum was then
consecutively applied in the Music Department for
the next ten years until the end of the 2004-2005.
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3.2.3 Competency Period (2004-2006)
Music Department realized that meeting national
standards is very important in order to achieve
equality with other higher education in general fields.
In connection with this, the curriculum needed to be
revised so that it was in accordance with the
competency-based curriculum policy. The policy that
had to be implemented by Indonesian universities
during that time was the National Education
Minister's Decree No. 045/2002. Therefore, the
curriculum was revised in 2004 and applied in the
2005/2006 academic year. The new curriculum then
developed into a program with four elective
concentrations: Musicology, Educational Music,
Composition, and Performance.
The curriculum development also considered the
heritage of the AMI; that was to maintain former
forerunner’s programs characteristics as the ISI
Yogyakarta initial policy. In addition, for the
department, it was an effort to reach the future
knowledge independency of the department under the
establishment of the Faculty of Music. Therefore, it
was set to approach the emergence of new programs
that will represent the four sub-disciplines of music
under the autonomy of the new home. (See AGB
2005-2006)
Up to 2006 Music Department had some
achievements that should be considered as a great
contribution to the future implementation of vision
and mission of ISI Yogyakarta during that time.
Along with its vision to be the center of excellence in
arts higher education, the mission of ISI Yogyakarta
was to conduct ideal education and research in arts as
well as art creation through an intellectual and
emotional process which are equivalent to the cultural
oriented development of science, technology, and
arts. Education at ISI Yogyakarta was aimed at
producing productive and creative academicians as
well as professionals with international reputations
for the welfare of their own society, nation, and
country. (see AGB 2006-2007, p. 3)
Due to their contribution in characterizing
institution local uniqueness, programs that based on
traditional arts had been given more attention by ISI
Yogyakarta. However, the future contribution of the
undergraduate program in music should be
considered as well by the institution due to its
significant development gained during the last five
years. The existence of Western music studies, as a
field that had well longer developed in other tertiary
education institutions, both in the Western as well as
in almost all Asian countries, would no doubt
contribute to the institution’s center of excellence.
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Because of that reason in order to be the center of
excellence in arts education, not only uniqueness
needed but also recognition of a global standard that
music could play the role.

3.3

The Emergence of New Interest

Music studies at ISI Yogyakarta were also offered by
the other two departments within the FSP, the
Karawitan, and the Ethnomusicology. Each of them
provides a single program. (AGB 1985-1988: 48-49)
According to Hastanto (2009) Ethnomusicological
studies at ISI Yogyakarta as the “Indonesian
musicology,” should be developed with no matter
what term applied to the studies. (Hastanto, 2009)
During this period ethnomusicological topics
were more frequently practiced by the Music
Department’s lecturers and students rather than the
ethnomusicology Department. This was no surprise
because the Music Department’s human resources
were about three times greater. Therefore, even if
there were only five percent it would look bigger in
number. The interests were evident from the (1)
undergraduate final work reports production, (2)
lecturer’s local as well as national research reports,
and (3) the writings of the master thesis as well as a
doctoral dissertation. (Interview with Kustap, an
active Secretary of Music Department, on 22
December 2010)
As an example of music student works on
ethnomusicological topic was Amrullah (1996) who
learn about the Rodad in Purbalingga, Central Java;
Alfons (1997) investigated the Tifa Totobuang
ensemble in Ambon; Widyastuti (2005) wrote about
the terbangan musical arts at Gunung Kidul, DIY;
Silitonga (2005) interested in the traditional Batak
wind instrument, the sarune bolon, in Northern
Sumatra; and Nugroho (2005) who investigates
musical concept of Islam.
The interest in ethnomusicology was implied in
several works of faculties, for example, was a
discussion on the interconnection between
musicology and ethnomusicology written by
Sriwijayadi (1992:77-87). Another research was done
by Indrawan (1994 jo 1996:107-115) who did threemonth field study at the five locations of Tapanuli
Utara in Northern Sumatera to study the spread of
traditional two-stringed guitars, called the kecapi. He
compared the interconnection of some cultural
aspects, such as language, traditional architecture,
artifacts, tradition, and songs, of the traditional
plucked instrument spread in the four Batak’s sub
ethnics. Ganap (1992) and Parto (1992a: 95-109;
jo1992b: 22-23, jo 1992c: 43-44) did historical

observation about the spread and interaction of
traditional music in South East Asia. Parto found that
the pre-Indik musical tradition has given strong
influenced in Southwest Indonesia. In addition, Parto
historically compared theoretical aspects of WestEast Indonesian music with the ancient East Asian
music theories. Meanwhile, Ganap compares
Thailand musical tradition to musical instruments that
spread ubiquitously in South East Asia. (Ganap,
1992: 76-83 jo 2000: 76-83)

4

DISCUSSION

Generally, up to 2006, the department had
experienced at least three characteristic periods. In
the first period (1984-1992) Music Department, as
well as other departments, were conserving their
forerunner institutions programs. In the second period
(1993-2004), that could be considered as the
efficiency policy period, the original programs were
merged into several home branches. All merged
department’s programs were each handled by one
department. The third period was started from the
beginning of 2004/2005 Academic year until
2007/2008 academic year where the department tried
to reform its curriculum by accommodating past
contents of its forerunner’s programs, adjusting with
governmental policy demand, and developing for the
future dream to stand on their own feet as the Faculty
of Music.
In 1993 the three music forerunner’s programs
were generalized into the new “S-1 Musical Arts”
program. The use of musical arts as the program’s
name was probably aimed at matching to its higher
organization umbrella, the Faculty of Performing
Arts. Based on the UNESCO website source, the
performing arts is actually comprised of musical arts,
dance arts, and theatre in the context of local
traditions (see https://ich.unesco.org). This means
that music has been considered as part of the
performing arts.
However, from the perspective of AMI, musical
arts should be translated appropriately as “music.”
Musical arts study at ISI Yogyakarta during that time
was an undergraduate degree in “music.” It was the
blend of the two former programs, the “school
music,” and the “music literacy,” which both
originally came from the AMI’s programs. Both have
been put as the two elective packages of the program.
Together with the term renaming of “music literacy”
to be the “musicology,” as well as the “school music”
to be the “educational music,” the performance
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interest, as well as the former composition program,
have been positioned as the other two elective
packages of the curriculum, namely, the Musik
Pertunjukan (the performance of music) and the
Komposisi Musik (music composition).
Until 2006, the department’s staffs and students
used to consider a new discourse for possible
cooperation with other departments, especially those
who also offered music studies, such as the
Karawitan and the Ethnomusicology. This would not
only beneficial in improving their potencies and
capacities but also in strengthening probabilities to
build a new future home of music studies at ISI
Yogyakarta, the new Faculty of Music.
Up to this stage of our discussion, we could
summarize that, firstly, the SMIND as the early
Department’s forerunner and its programs were
firstly developed by splitting itself into two study
platforms, the secondary and tertiary levels.
Secondly, the changes in Music Department and its
programs during the early periods of ISI Yogyakarta
were likely pressed by a real internal condition that
needed to be in line with higher education policy
(among them was the Governmental Rule of the RI
No. 27/ 1981). Thirdly, a higher education model that
would be appropriate for the development of Western
Music programs during that time was accommodating
three aspects: (1) maintaining its forerunner's
heritage, (2) responding current demands of the
times, (3) renewing its vision to be the agent of
change.

5

CONCLUSIONS

As the conclusion the establishment of secondary and
tertiary platforms of Western music institutions and
their program during the pre-ISI Yogyakarta time
should be considered as the strong foundation of the
better development of music studies in Indonesian
higher education. Changes to the department and its
programs that occurred in the early periods have
shown its good self-evaluation to achieve further
development of music studies at ISI Yogyakarta.
Within its single program, the department has
accommodated former programs adequately, as well
as student’s and teacher’s interest development. Its
good attention, as well as efforts that have been
achieved to adjust with relevant governmental policy,
has been evidence that the department is ready to be
the future agent of change.
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Abstract:

The layout of gamelan ensemble produce stereo imaging, instrument separation, and sound clarity. Until now,
for music production purposes, gamelan ensemble recording uses spot-based microphone technique, which
produces more individual sound, while the stereo microphone technique is able to produce the characteristics
of gamelan ensemble, either in instrument separation, sound clarity, or stereo imaging. No previous study has
investigated on preference for stereo recording techniques of a pelog-based of gamelan gender, bonang, and
peking ensemble. Techniques that applied in this research were XY stereo recording technique, NOS, ORTF,
and AB. This research uses qualitative method, using statistical calculation. There were four stages, collecting
data, which consists of assign the player, analyze the characteristics of the ensemble, choose the song to be
recorded, decide the layouts of the ensemble and the microphones, and create the questionnaire. The second
stage was recording process. The third stage was sample test and interview. These findings is clearly indicate
that NOS stereo recording technique is the most prefered stereo recording techniques of a pelog-based
gamelan gender, bonang, and peking ensemble.

1

INTRODUCTION

Gamelan is a traditional musical instrument in the
form of ensemble from Java Island, Indonesia. The
instruments are made of metal, wood, or bamboo, that
creates sound by hitting it. It is also classified as an
idiophone musical instrument (Tjahyanto et al, 2011).
Gamelan has its own characteristics. Each
instrument of gamelan was created with frequency
range and with different roles (Suyatno et al, 2013).
The characteristics influence the layout of gamelan
ensemble. The layout of gamelan ensemble produces
wide stereo imaging (Suyatno et al, 2013). The
impression of wide stereo image was created by
stereo microphone techniques.
Until now, for music production purposes,
gamelan ensemble recording uses spot-based
microphone technique. No previous study has
investigated on preference for stereo recording
techniques of a pelog-based of gamelan gender,
bonang, and peking ensemble.
The stereo microphone technique is able to
produce the characteristics of gamelan ensemble,
either in instrument separation, sound clarity, or
stereo imaging. For example, Spaced-Pair (AB)
stereo microphone technique is able to produce a

clear stereo image, which makes listener able to
differentiate the position of each sound source, and
determine the boundaries of a room (Bates, 2016).
But when compared with spot-based microphone
technique, the spot-based microphone technique
produces more individual sound.
Other than that, gamelan is also still less wellknown in general, even by Indonesian people
themselves. Iswara (2010) stated that the
insufficiency of gamelan preservation is caused by
the lack of government's participation, foreign
culture, and gamelan which is still rarely known by
Indonesian society, and the lack of interest towards
the gamelan itself (Iswara 2017).
The aim of this research is to analyse four stereo
recording techniques of a pelog-based of gamelan
gender, bonang, and peking ensemble.

2

METHODOLOGY

There are four stereo recording techniques used on
this research:
▪ XY 90°;
▪ NOS 90°;
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▪
▪

2.1

ORTF 110°;
Spaced Pair (AB).

Data Collection

2.1.1 Instrument Players
There are three players and three instruments on this
research:
▪ Gender: Roban Eko Putranto;
▪ Bonang: Rusli;
▪ Peking: Anastasia Emmanoela Putri.

2.1.2 Ensemble Characteristics Analysis
2.1.3 Song Selection
The song chosen for this study was Gundul-Gundul
Pacul, written by R. C. Hardjosubroto. Music score
courtesy of Rusli.

2.1.4 Ensemble Layout Planning
There are five ensemble layouts used throughout the
recording process. One layout uses the standard
ensemble layout (as 1), and the other four layouts are
adjusted to the characteristics of each stereo recording
techniques (as 2).

2.1.5 Microphone Layout Planning
For the research, the microphone that was used is a
pair of Neumann KM184 as a stereo microphone and
also stand mics. There are 24 microphone layouts that
were used on the recording process (three of each
ensemble layout and stereo recording technique).
Three microphones were placed to the midpoint of all
the ensemble layout with a distance of:
▪ Two point five meter (2,5 m) as A;
▪ Three meters (3 m) as B;
▪ Three point five meter (3,5 m) as C.
So, there were six names for each stereo recording
techniques, namely 1A, 1B, 1C, and 2A, 2B, 2C.

2.1.6 Questionnaire Making
The questionnaire sheet was divided into several
section. The sections consist of application section,
‘statement of being a respondent’ section, explanation
and interview section, as well as the interview
questions (can be found in appendix B essay). The
questionnaire was divided into three stages:
▪ First stage, is to find out the respondents'
preferences for microphone distance towards

gamelan ensemble for all ensemble layouts
(first and second);
Respondents had to choose one out of the three
given audio samples of first layout and one of the
three audio samples of second layout, therefore
respondents had to choose eight out of 24 given audio
samples.
▪ Second stage, is to find out the respondents'
preferences for gamelan ensemble layouts for
all stereo recording techniques;
Respondents had to choose one of two audio
samples from the previous selected audio samples,
therefore respondents had to choose four of eight
audio samples
▪ Third stage, is to find out the respondents'
preferences for stereo recording techniques of
gamelan gender, bonang, and peking ensemble.
Respondents had to choose one of four audio
samples from the previous selected audio samples.

2.2

Recording Process

2.2.1 Recording Process
Devices being used on the recording process:
▪ Universal Audio Digital Apollo 8 audio
interface, by using first and forth channel, and
the amplitude of 40 dB;
▪ Mac Pro Server, mid 2010, 2.8 GHz Quad-Core
Intel Xeon processor, 8 Gb 1066 MHz DDR3
memory, OS Sierra version 10.12.3;
▪ Yamaha HS8 speaker;
▪ Logic Pro X version 10.4.1;
▪ Two pieces of microphone stands;
▪ One pieces of carpet with 159 cm length and
123 cm width.
Audio samples have been recorded and bounced
with 48 kHz 24 bits sample rate. The audio that was
produced from the microphone was directed to the
left and panned as much as minus 64 degrees (-64°)
and the audio that was produced from the microphone
was directed to the right and panned as much as plus
63 degrees (+63°).

2.2.2 Preparation of Audio Samples
The devices being used on the recording process:
▪ MacBook Pro Retina, Retina, 13-inch, mid
2014, processor 2.6 GHz Intel Core i5, memory
8 Gb 1600 MHz DDR3, OS High Sierra version
10.13.5;
▪ Headphone Sennheiser HD 280 Pro 64 ohm;
▪ Logic Pro X version 10.4.1.

541

ICONARTIES 2019 - 1st International Conference on Interdisciplinary Arts and Humanities

Format of the audio samples is wav, with 48 kHz
24 bits sample rate.

2.3

Samples Test

2.3.1 Questionnaire
The respondents were divided into two categories:
▪ Professional, gamelan instrumentalist and
sound engineer with minimum five years
experiences;
▪ Non-Professional, musician and non-musician
with age range 16 until 30 years.
The quantitative data collection was done by
letting respondents listen to the audio samples that
have been recorded. After respondents listen to the
audio samples, respondents were asked to fill the
questionnaire. After that, respondents were
interviewed to find out the reasons of their choices
before.
The devices being used to listen on the recording
results:
▪ Focusrite Scarlett 2i2 interface, amplitude on
12 o'clock;
▪ MacBook Pro Retina, Retina, 13-inch, mid
2014, processor 2.6 GHz Intel Core i5, memory
8 Gb 1600 MHz DDR3, OS High Sierra version
10.13.5;
▪ Speaker Sennheiser HD 280 Pro 64 ohm;
▪ QuickTime Player version 10.4 (928.13).

2.3.2 Interview
After filling in the questionnaire, the respondents
were also going to be interviewed.
Qualitative data collection was done by preparing
interview's questions, sound recording device, and
stationery. Interview was done with semi structured
format, with two questions. First question, "why did
the respondents choose the option?". Second
question, "what are the factors that influence the
respondents choices?"
Devices being used on the recording process:
▪ Iphone 6S, 2015, iOS 11.4.1 handphone;
▪ Stationery.

2.4

Data Analysis

2.4.1 Questionnaire
The questionnaire results on the first stage
questionnaire is compiled and analysed on Table 2.1
𝐹𝑂𝑅𝑀𝑈𝐿𝐴:

𝑇𝑜𝑡𝑎𝑙
𝑇𝑜𝑡𝑎𝑙 𝑅𝑒𝑠𝑝𝑜𝑛𝑑𝑒𝑛𝑡𝑠

The questionnaire results on the second stage
questionnaire is compiled and analyzed on Table 2.2
𝐹𝑂𝑅𝑀𝑈𝐿𝐴:

𝑇𝑜𝑡𝑎𝑙
𝑇𝑜𝑡𝑎𝑙 𝑅𝑒𝑠𝑝𝑜𝑛𝑑𝑒𝑛𝑡𝑠

Table 2.1: Analysis table from first stage questionnaire.
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Table 2.2: Analysis table from second stage questionnaire.

The questionnaire results on the third stage
questionnaire is compiled and analyzed on Table 2.3
𝐹𝑂𝑅𝑀𝑈𝐿𝐴:
𝐹𝑂𝑅𝑀𝑈𝐿𝐴:

𝑇𝑜𝑡𝑎𝑙 𝐿𝑖𝑘𝑒
𝑇𝑜𝑡𝑎𝑙 𝑅𝑒𝑠𝑝𝑜𝑛𝑑𝑒𝑛𝑡𝑠 𝐿𝑖𝑘𝑒

𝑇𝑜𝑡𝑎𝑙 𝐷𝑖𝑠𝑙𝑖𝑘𝑒
𝑇𝑜𝑡𝑎𝑙 𝑅𝑒𝑠𝑝𝑜𝑛𝑑𝑒𝑛𝑡𝑠 𝐷𝑖𝑠𝑙𝑖𝑘𝑒

100%
100%

Table 2.3: Analysis table from third stage questionnaire.

researcher to take further actions if there were less
information to understand the interview data analysis
▪ Data Conclusion.
On this stage, all data preparation should be done,
so that data can be presented by bar chart.

3
3.1

ANALYSIS AND DISCUSSION
Preference Analysis of Stereo
Recording Techniques based on
Professional Preferences

3.1.1 First Stage
The first stage most liked stereo recording technique
by professional category preference is XY 2A (50%),
NOS 2C (50%), ORTF 1A (50%), and ORTF 2C
(50%), followed by XY 1B (42.9%), XY 1C (42.9%),
and AB 2C (42.9%).
At the same time, the first stage most disliked
stereo recording technique by professional category
preference is NOS 1A (35.7%), NOS 1C (35.7%), AB
1A (35.7%), and AB 1C (35.7%).

3.1.2 Second Stage
2.4.2 Interview
The interview results (qualitative data) have been
processed with three stages:
▪ Evaluation Coding;
Evaluation coding is a systematic data collection
process to increase the effectiveness of the research.
This method focuses on patterned observation or
respondents' answer from detail's quality. This
method also allows the researcher to know which
participator has given positive or negative response.
▪ Data Presentation;
Reduced data was grouped and took the action to
be presented at data conclusion. This stage allows the

The second stage most liked stereo recording
technique by professional category preference is NOS
2 (85.7%), followed by AB 1 (71.4%), and ORTF 2
(64.3%).
At the same time, the second stage most disliked
stereo recording technique by professional category
preference is XY 1 (50%) and XY 2 (50%).

3.1.3 Third Stage
The most liked stereo recording technique by
professional category preference is NOS (71.42%),
on Figure 3.1. There are several factors:

543

ICONARTIES 2019 - 1st International Conference on Interdisciplinary Arts and Humanities

▪
▪
▪
▪
▪
▪
▪
▪
▪
▪
▪
▪
▪

The sound of the gamelan blends together;
Enough reverb;
Clear and balance stereo image;
Clear separation instruments;
Clear gamelan's sound;
Balance loudness;
Cleaner sound;
Comfortable to hear;
Optimal harmonic content;
Balance of gamelan's sound;
The performance;
Tempo;
Stable tone.

3.2

Preference Analysis of Stereo
Recording Techniques based on
Non-professional Preferences

3.2.1 First Stage
The first stage most liked stereo recording technique
by non-professional category preference is NOS 2C
(64.2%), followed by XY 1B (50%) and ORTF 2A
(50%). At the same time, the first stage most disliked
stereo recording technique by non-professional
category preference is NOS 1B (35.7%) and NOS 1C
(35.7%), followed by XY 2A (42.8%), ORTF 1B
(42.8%), AB 1A (42.8%), AB 2B (42.9%), and AB
2C (42.9%).

3.2.2 Second Stage
The second stage most liked stereo recording
technique by non-professional category preference is
ORTF 2 (78.5%), followed by XY 1 (71.4%) and AB
1 (71.4%). At the same time, the second stage most
disliked stereo recording technique by nonprofessional category preference is NOS 1 (57.1%).

3.2.3 Third Stage

Figure 3.1: Diagram value on the third stage of professional
respondent percentage.

The most disliked stereo recording technique by
professional category preference is XY (64.29%), on
Figure 3.1. There are several factors:
▪ Too much noise;
▪ Too much reverb;
▪ Narrow stereo image;
▪ The sound of gamelan does not blend together;
▪ The worst clarity sound;
▪ Less high frequency;
▪ The sound cracked;
▪ The sound was too smooth;
▪ Harmonics at certain frequencies was
annoying;
▪ Less balance;
▪ The performances are not stable;
▪ The dynamics doesn't sound comfortable.
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The most liked stereo recording technique by nonprofessional category preference is NOS (71.42%),
on Figure 3.2. There are several factors:
▪ Comprehensive reverb;
▪ Perfect melody and accompaniment separation;
▪ The sound of gamelan blends together;
▪ Clear melody and accompaniment;
▪ Clear transient;
▪ Balance range frequency;
▪ Sound of the reflection effect from hitting
gamelan;
▪ Balance melody and accompaniment loudness.
The most disliked stereo recording technique by
non-professional category preference is XY (64.29%)
and ORTF (64.29%), on Figure 3.2. There are several
factors:
▪ Too much noise;
▪ Less separation balance;
▪ The sound of gamelan does not blend together;
▪ Too wide stereo image;
▪ Less direct and reflected sound balance;
▪ Annoying resonance;
▪ Less melody sound;
▪ Too much high frequency;
▪ Too rough, sharp, and piercing sound;
▪ Too much noise.

Study of Preference for Stereo Recording Techniques of a Pelog-based of Gamelan Gender, Bonang, and Peking Ensemble

3.3

Preference Analysis of Stereo
Recording Techniques Based on All
Respondent Category Preferences

Figure 3.2: Diagram value on the third stage of nonprofessional respondent percentage.

The most disliked stereo recording technique by
all category preference is XY (64.29%), on Figure
3.3. There are several factors:

Figure 3.3: Diagram value on the third stage of all
respondent percentage.

▪
▪
▪
▪
▪

3.3.1 First Stage
The first stage most liked stereo recording technique
by all category preference is NOS 2C (57.1%). At the
same time, the first stage most disliked stereo
recording technique by all category preference is
NOS 1C (35.7%) and ORTF 2A (35.7%), followed by
ORTF 1A (39.2%), AB 1A (39.2%), AB 2C (42.9%),
XY 1B (46.4%) and XY 2A (46.4%).

3.3.2 Second Stage
The second stage most liked stereo recording
technique by all category preference is ORTF 2
(71.4%) and AB 1 (71.4%), followed by NOS 2
(64.2%). At the same time, the second stage most
disliked stereo recording technique by all category
preference is XY 1 (60.7%).

3.3.3 Third Stage
The most liked stereo recording technique by all
category preference is NOS (71.42%), on Figure 3.3.
There are several factors:
▪ The sound of gamelan blends together;
▪ Enough reverb;
▪ Clear gamelan's sound;
▪ Balance loudness;
▪ Cleaner sound;
▪ Noise were not disturbed by the gamelan's
sound.

4

Too much noise;
Less clear sound;
Less high frequency;
Very less balance;
The performance are not stable.

CONCLUSIONS

This research has shown that preference for stereo
recording technique of a pelog-based of gamelan
gender, bonang, and peking ensemble is NOS stereo
recording technique. NOS stereo recording technique
has high definition. However, it has long reverb time.
A long reverb time is the characteristic of gamelan.
There is no sound of gamelan instruments that is
covering one another. Frequency ranges that are
relatively balanced, there are no dominant or less
frequency ranges. Gamelan performances are smooth
and stable. In the majority of NOS samples, there is
no high noise and sound of other disturbances that
disturb the sound of the gamelan. This shows that the
respondents likes the sound of the gamelan which
replicated the room image factor, instrument
separation, and the clarity of gamelan sound during
the live performance.
There is a focus difference between the categories
of professional gamelan respondents, professional
sound engineer respondents and non-professional
respondents. The professional gamelan respondents
focus into the quality of the performance while the
sound engineer and non-professional respondents
categories tends to focus accordance with the research
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topic, namely the analysis of stereo recording results.
This is because gamelan's professional respondents
plays the gamelan from five years to 40 years,
different from sound engineer professional
respondents who have at least sound experience for
five years, and non-professional respondents who do
not have any experience for gamelan musical
instrument and are not sound engineers for at least
five years. Vocabulary and responses from gamelan
professional respondents are also based on
perceptions, instead of sound engineer professional
respondents who are based on technical matters.
The result of this research indicates that space,
timbre, and quality factors are the aspects which the
professional gamelan respondents focuses, while
space, timbre, quality, and defects are the main focus
of non-professional respondents.
Further research might explore room acoustics
parameter measurements for gamelan's ensemble,
because the room acoustics parameter measurements
affects the gamelan's sound and the recording results.
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Abstract:

Indonesia territory was once called as Tera Incognito, a dream of adventurer through exotic mystical stories
and mysterious beauty. Geographical paradox of land and sea forms character of nation with unique diversity
of tribes and culture patterns philosophy of life that unites two realms, only one nation that calls motherland
the Earth and Sea (Tanah Air). Uniqueness of Indonesian culture colored by myths and legends in treating
paradoxical nature. Imaginative narratives of power dominate land, mountains and oceans, mysthical figures,
legends are fascinating mystically mysterious. Concept of two realms, land with dangerous volcanoes and
mysterious oceans, is reflected in cultural products. Inhabitants of Java have always active played role
influenced history in creation cultural products Indonesian. This paper describes Batik as original technique
of Indonesian ancestral heritage style and variety of textiles, 2009 become as world intangible heritage.
Research focuses on batik motifs storytelling Javanese coastal. Research method uses experiments and
studies to reinterpret Nyai Roro Kidul mythos ruler of southern coastal Java is still trusted today. Aim of
innovation batik motifs storytelling as reintroducing coastal mythos Batik which expected as alternative new
motives of Javanese coast expected to have high economic value.

1

INTRODUCTION

Uniqueness of Indonesian culture coloured by myths
and legends in treating paradoxical nature.
Imaginative narratives of power dominate land,
mountains and oceans, mythical figures, legends are
fascinating mythically mysterious. Concept of two
realms, land with dangerous volcanoes and
mysterious oceans, is reflected in cultural products.
Inhabitants of Java have always active played role
influenced history in creation cultural products
Indonesian.
This paper describes Batik as original technique
of Indonesian ancestral heritage style and variety of
textiles, become as world intangible heritage.
Research focuses on batik motifs storytelling

Javanese coastal. Research method uses experiments
and studies to reinterpret Nyai Roro Kidul mythos
rule of southern coastal Java is still trusted today. Aim
of innovation batik motifs storytelling as
reintroducing coastal mythos Batik which expected as
alternative new motifs of Javanese coast expected to
have high economic value.
The Research tries to develop the inspiration from
the narrative legend of the Queen from South Sea
Coast, name Nyai Roro Kidul and of marine flora
fauna for telling stories batik motifs of coastal areas
in Java, The method used in this study is an
experimental visual approach with new subject
matters/composition/colour/repetitive changes and
study a form of through innovation reinterpreting
Ratu Roro Kidul and marine biota/sea life in the
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development of the creation of coastal batik artworks
telling stories. The aim is to enrich coastal motifs
while reintroducing the narrative of coastal legends
through works of art. Conclusion It is hoped that
Batik with the creation of Mitos Nyai Roro Kidul and
the wealth of marine biota will be an alternative to the
new motives of the Javanese coast that have better
economic value. The characteristics of batik art tell a
story from the background of legend myth Nyai Roro
Kidul is an alternative to batik art and Javanese
coastal motifs, that have economic value in the
millennial era.

2

ENVIROMANT OF GEOGRAPHY,
SOCIAL AND CULTURE OF
JAVANESE

Indonesia territory was once called as Tera Incognito,
a dream of adventurer through exotic mystical stories
and mysterious beauty. Geographical paradox of land
and sea forms character of nation with unique
diversity of tribes and culture patterns philosophy of
life that unites two realms, Indonesian only one nation
that calls motherland the Earth and Sea (tanah air)
The country of Indonesia is the world's largest
ocean and archipelago regions has a tropical climate
because it is located in Equator between two
continents and the ocean so that it is a very strategic
region, limited by a vast ocean with land and the most
dangerous active volcano in the world. This causes
the country of Indonesia have very fertile land and has
the most beautiful sea garden in the world. Indonesia
is one of the countries with riches ethnic and unique
cultural diversity. This is because ethnics live on
islands that are different from the richness of
terrestrial flora and fauna, and the flora and fauna of
marine.
The wealth of the two worlds has become a force
that has formed the character of the Indonesian people
to become a nation with a philosophy as a maritime
nation. The power of the two realms also causes to be
a nation full of imaginative and creative life building
narratives of mythical and legendary figures of land,
mountains and oceans full of enchanting mystical and
mystical imaginations. The concept of two terrestrial
nature with dangerous volcanoes and a mystery of
sea, this is reflected in its cultural products. Cultural
work visualized on created objects inspired by the
richness of the geographical land and sea
environment of the island nation. Indonesian cultural
products that are very original and have been
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recognized as intellectual property representing the
world are textile products decorated with motifs using
Batik techniques.

3

MYTHOS IN THE UNIVERSAL
CONTEXT

The universal meaning and origin of the word
Mythos, according to historians and sociologists,
mythos originates from the word myth (English) and
muthos (ancient Greece) has meanings about the
beliefs of certain societies as a reference for their
lifestyle. Understanding Mythos according to the
dictionary is a story of traditional society that presents
supernatural things about ancestors or heroism which
are presented in a primordial style through the
perspective of society that is still considered
primitive. (Cottterel & Storm, 2007).

Figure 1: Botticely's Mythos The God of Venus painting
(Wikipedia.org)

Universally the symptoms of heroic stories that
exist in society do occur in almost all parts of the
world, so that it is convincingly linked to an ideal
figure in the story who later becomes Mythos. Mythos
is also understood as a story or fairy tale about the
figure (character) of everything imaginary, meaning
Mythos is something that is not real, imaginary,
fictitious and imaginative but is believed to be existed
by the local community. For people who believe in it,
mythology is considered a real thing and influences
the paradigm and social-society pattern of the society.
Mythos is inherited from a tradition so that
mythology or Mythos is an important thing for people
who still think traditionally and become a part of their
pattern of life. This is reflected in behavior, speech,
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ritual ceremonies, artistic activities and even in the
state administration, all of these are in accordance
with local wisdom derived from the mythology
applied by the ancestors of the community
(regeneration) and still there are those who believe to
be sustainable until now. (Campbell, 1988).
Fundamental change occurred around the 5th century
when humans began to think philosophically about
the meaning of mythology which was originally
considered rational then became irrational. In Europe
philosophical thought refers to the figures of
European philosophers namely Plato, Aristotle,
Socrates who questioned about the universe and
natural phenomena that occur in the environment of
life. This period is believed to be the birth of
philosophy, then gradually Mythos was displaced by
human reason (ratio) and logic (logos). Mythos
eventually became something that was considered
irrational. The definition of mythology is the
knowledge of Mythos, which is a collection of stories
of Mythos. (Bertens, 1996).

4

MYTHOS AND MYTHOLOGY IN
INDONESIA

The mythology about myth in Indonesia is thought to
have existed since prehistoric times, the Mythos story
was delivered by word of mouth or verbally.
Mythology in the sense of Indonesia is divided into
three understandings, the first is Mythos actually,
where humans try with their imagination to explain
the phenomena of nature / natural forces / mysteries /
mysticism that are associated with Hindu Indian
beliefs begin to influence Indonesian people's
thinking, therefore Mythos in Indonesia often
associated with matters of spirituality, occultation and
mysticism. The terms deity and gods in Indian Hindu
beliefs began to influence the way of thinking of
Indonesian society shifting the imagination of natural
phenomena. Mythos legendary story of Mahabharata
and figures of puppet stories being the role models of
the people of the island of Java which are harmonized
with local beliefs, become stories of Mythos West
Java Wayang Golek, Cirebon Wayang Cepak,
Wayang Kulit Solo and Yogjakarta, Wayang
kamasan Bali. (Adisasmito, Nuning, 2007).

Figure 2. Painting of Nyai Roro Kidul Mythos, by
Basuki Bawono
The second meaning of myths is Folk Story,
which is a human effort to tell important events
concerning people's lives which are conveyed by
word of mouth as well as verbally, often being an
irrational heroic story so that the truth is difficult to
prove. The story of Mythos Indonesia, which is well
known in the public trust in Java, is Nyai Roro Kidul,
who is believed to be the ruler figure of Mythos
Kanjeng Ratu Kidul, who is still trusted by the
Indonesian people about its existence and many more
Mythos and other legends in Indonesia.
Universally the symptoms of heroic stories that
exist in society do occur in almost various parts of the
world, so that it is convincingly linked to an ideal
figure in the story.
The third understanding Mythos is Legend,
usually associated with a great human figure and the
establishment of a place in the area as a justification
for a legend. An example is the Legend of
Sangkuriang which cannot be separated by the name
of Mount Tangkuban Perahu and the city of Bandung
in West Java. During the time of developing mythos
a story in Indonesia was always associated with
mystical and mystical things. This is because human
civilization at that time was still at a mystical level,
they still believed in the existence of magical powers
beyond the power of ordinary people who controlled
nature. The presence or absence of these figures is not
known for certain, only these figures are connected
and become a marker in an area.

5

MYTHOLOGY IN NUSANTARA
BELIEVE

Other mythological creatures that have been known
by almost all Indonesian people are figures of Garuda.
However, in contrast to the Garuda Pancasila form
that we know, this Garuda mythological creature is
the vehicle of Lord Vishnu in Hindu teachings,
namely the form of an eagle-headed human, his body
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is golden, his face is white and his wings are red.
Garuda is described as dashing and mighty having a
very large body. Another mythology in Kalimantan is
the pride of the people of Kutai, which is
Lembuswana, a creature described as having a lion's
head, eagle wings, elephant trunk, and scaly fish. He
is the ruler of the Mahakam river which lives on the
riverbed as a protector of Kutai. In Cirebon known as
mythological creatures Paksi Nagaliman and Warak
Ngendon imaginative creations of traditional Cirebon
and Semarang communities, the creation of a dragonheaded creature, a body resembling a tiger shape and
its legs resembling that of a Goat, are typical of the
North Javanese coastal culture.

Southeast Asia, as well as in Indonesia, especially in
the Java region. The visual style on the temple walls
which undergoes a process of transformation of forms
and media changes is therefore of course a technical
adjustment, when applied to the media of wood,
leather, palm leaves, cloth, and the latest media is
paper, the thing as redline that remains is the
visualization of the narrative illustrative style
(Adisasmito, Nuning 2007).

Figure 4. Motif Batik tells story all the process of planting
rice until harvest, Batik from Cirebon

Figure 3. Traditional painting of the Stylation of the
Paksi Nagaliman, from Cirebon (archivee.ivaa.
online)

6

IMAGINING MEMORIES AND
IMAGES OF MYTHOS NUSANTARA
IN PAINTING

Imagine the myth of Nusantara to read, interpret and
reinterpret the existence of Indonesian Mythos in the
archipelago. about the romantic memories of the past,
about the legendary and of the past. Inviting to
observe and look for solutions to the thought of how
the charms of myths and legends have changed their
functions and meanings, from spirituality to the
Godhead naturally familiar with human values and
values of life, then shifting into profane things,
materialist, because of the swift flow of
modernization and due to the development of
information technology in social media.
The decorative narrative style that is still visible is
that the traces of visual art become illustrative and
naturalist narratives in artifacts and forms of art are
typical characters in the Asian region, especially in
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Figure 5. Motif Batik tells the story of Wewe Gombel Batik
from Semarang

Figure 6. Batik tells the story of the Sunyaragi Palace
Cave as a place Ritual Ceremony, Batik from Cirebon
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Figure 7. Batik tells the story of the Pandawa dan
Panakawan, Batik from Cirebon
Figure 11. Batik Tells Story of the Mythos of Sangkuriang
and Dahyang Sumbi,(Awee Art Studio)

Figure 8. Batik tells the story of the Mythos of Timun Mas,
(Awee Art Studio Batik)

The Batik motifs tell stories narrative about
Mythos and developed by craftsmen and also by
artists in the colonial period, who developed this
technique to various foreign countries. The motifs are
called the Company Motif, because the batik cloth
images are many human figures with decorative
styles and storytelling.

7

Figure 9. Batik tells the story another variant of the Mythos
of Timun Mas, (Awee Art Studio Batik)

THE STORY OF NYAI RORO KIDUL

Nyai Roro Kidul, written in the old manuscript
"Babad Tanah Djawi", thus spelling the actual written
name of the Babad Tanah Djawi writing. The magical
story of the common people then evolved into a
sacred story that demanded spiritualy accountability
that was eternal. Abadi because according to the
promise, Nyai Roro Kidul will always be in touch
with all Javanese kings of Panembahan Senopati
descendants up to now. The Mythos and Legend
inspired many artists to create mythical-themed
artworks.

Figure 10. Batik tells the story of the Mythos of Jaka Tarub
(Yanmi Art Studio Batik)
Figure 9. Batik painters interpretation of Nyai Roro Kidul
Mythos to Illustrated (by 22Ibu Community Collection)

Some of the constellations that are used are
penceng hut and my guardian. The Bedhaya Semang
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pattern in dance and costume illustrates the pattern of
war strategy and is firmly impressed.
In its development until now the Bedhaya
Ketawang Dance is still being performed during the
coronation and the commemoration ceremony of the
rise of the throne of Sunan Surakarta. This very
beautiful Queen (ruler) of the Kidul Sea Nyai Roro
Kidul is often associated with a ban on wearing green
clothes on the South coast. Local belief if wearing
green clothes will make the wearer hit by bad luck,
because green is his favorite color, therefore there
should not be anyone who wears these colors along
the southern coast of Java. Logically, the reason
arises because sea water in the southern coast tends to
be green so sinking victims wearing green clothes
will be hard to find.
Whereas another variation of the story of Nyi
Roro Kidul from Sunda is the story of a Sundanese
royal princess who was expelled from the palace
because of her stepmother. Stepmother Ratu Dewi
Mutiara wanted her son to become king, then sent
witchcraft so Dewi Kandita became sick all over her
body and face full of boils. Queen Dewi Mutiara
asked the king to alienate her daughter because her
illness was considered to bring bad luck to the entire
country. The king did not want his daughter to be
rumored throughout the country, he was forced to
agree to the proposal of Ratu Mutiara to send his
daughter out of their country. Dewi Kandita went
wandering and begged for clues that Sanghyang
Kersa would accompany her until she arrived at the
coast of the Southern Ocean, where the magical voice
told her to plunge into the depths of the South Sea.

Figure 10. Arleti’s Interpretation Batik art works about
Nyai Roro Kidul Mithos
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Figure 12. Arleti’s Interpretation Batik art works about
Mythos of Nyai Roro Kidul

The narration and illustration of Arleti
Apin,(fig.10) interpreting Javanese mythology based
on Javanese people's beliefs, Kanjeng Ratu Kidul is a
creation of the God of Kaping Telu who fills the realm
of life as Dewi Padi (Dewi Sri) and other natural
goddesses. It is illustrated in a simplified picture of a
female's greenish-yellow face with long hairs
decomposed positioned on the right side of a field
decorated with plants such as grains and various
plants forming like the coastline of the image of the
South Sea of Java. The center area downward extends
from the face boundary to the bottom of the blue field,
a picture of the vast ocean. While the upper left part
of the field is below the purplish decorative abstract
shape. Another interpretation of Arleti Apin about
Nyai Roro Kidul (Fig.11) which depicts a female
figure with natural attributes as symbols of society. In
the legend Nyai Roro Kidul implied knowledge of
maritime and astronomy or astronomy. The pattern is
also applied to the Bedhaya Ketawang Dance
movement related to astronomy, which follows the
pattern of stars (constellations) that are known and
adopted by Javanese people for their daily needs
(determining season, farming, etc.).
Some of the constellations that are used are
penceng hut and my guardian. The Bedhaya Semang
pattern in dance and costume illustrates the pattern of
war strategy and is firmly impressed. In its
development until now the Bedhaya Ketawang Dance
is still being performed during the coronation and the
commemoration ceremony of the rise of the throne of
Sunan Surakarta. This very beautiful Queen (ruler) of
the Kidul Sea Nyai Roro Kidul is often associated
with a ban on wearing green clothes on the South
coast. Local belief if wearing green clothes will make
the wearer hit by bad luck, because green is his
favorite color, therefore there should not be anyone
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who wears these colors along the southern coast of
Java. Logically, the reason arises because sea water
in the southern coast tends to be green so sinking
victims wearing green clothes will be hard to find.
Whereas another variation of the story of Nyi
Roro Kidul from Sunda is the story of a Sundanese
royal princess who was expelled from the palace
because of her stepmother. Stepmother Ratu Dewi
Mutiara wanted her son to become king, then sent
witchcraft so Dewi Kandita became sick all over her
body and face full of boils. Queen Dewi Mutiara
asked the king to alienate her daughter because her
illness was considered to bring bad luck to the entire
country. The king did not want his daughter to be
rumored throughout the country, he was forced to
agree to the proposal of Ratu Mutiara to send his
daughter out of their country. Dewi Kandita went
wandering and begged for clues that Sanghyang
Kersa would accompany her until she arrived at the
coast of the Southern Ocean, where the magical voice
told her to plunge into the depths of the South Sea. It
is said that the seawater of the Southern Ocean
obliterated the boils all over his body, reversing

Figure 12. Ariesa Pandanwangi Works interpretation about
Sea life of Coast of Java

It is Ariesa Pandanwangi (Fig.12) illustrated in a
simplified picture of a Sea Life with grey greenishyellow-green red colour of the sea in deep, decorated
with plants such as grains and various plants forming
like the coastline of the image of the South Sea of
Java. The center area downward extends from the
face boundary to the bottom of the earth in water, a
picture of the vast ocean. While the upper left part of
the field is below the purplish decorative abstract
shape.

8

IMAGINATIVE VARIATIONS OF NEW
VISUALIZATION MYTHOS OF NYAI
RORO KIDUL AND SEA COAST

Indonesian Mythos was reinterpreted as an
inspiration for artists in creation works of modern and
contemporary of art. It is hoped that works such as
this can become one of the interesting learning
processes to get to know Mythos and legends whose
contents of teachings and philosophies are
increasingly being eroded by the flow of
modernization. Artists have their own visual language
and uniqueness in expressing and conveying
messages that contain hope. Illustrative narrative
tradition and realism tradition styles even existed in
Indonesia in every mainstream period until of
modernism and even contemporary times.
The teachings and philosophy contained in the
local Mythos-Mythos are increasingly not
understood, especially for children and today's young
generation. The image of Mythos and Legend of Nyai
Roro Kidul can be an inspiration to become a figure
of contemporary legend so that it can offset the entry
of new and foreign heroes / heroes who began to
replace local Mythos.
The Indonesian people have a wealth of stories of
mythology and legend in their culture. Ranging from
Sabang to Merauke various stories about
mythological figures and legendary classic tales in
each region. Mythos Indonesia often has similarities
and differences, the difference being the background
of the geographical environment and the
distinctiveness of the culture of the respective
creators. Indonesian people still believe in legendary
figures and the mythology of sustainability until now,
especially in rural areas, and even now begin to
inspire artists, with new meanings and
reinterpretations in artistic creations. Mythos and
Legend in Indonesia are often associated with
mystical and mystical spirituality. Mythos is inherited
traditionally so that it is important for people who still
think traditionally and become part of their pattern of
life. This is reflected in the behavior of the people
even in the state order, adjusted to the rules or local
wisdom applied by the ancestors of the community
from generation to generation (regeneration).

9

CONCLUSIONS

This is most likely because the Indonesian nation was
brought up by mythology which was realized
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continuously in oral, written and artifact ways that
spread throughout the Indonesian archipelago
(Nusantara), so that the existence of Mythos became
fundamental in regulating the joints of the social life
of its people, especially in royal period. Universally
the symptoms of the existence of Mythos figures or
legendary figures in society do occur in almost all
parts of the world, so that it is convincingly linked by
an ideal figure in the story, becoming the ideal figure
of Legend / Mythos. Artists respond to the charm of
myths and legends that have changed both function
and meaning, from the occult, mystical and the
spirituality of the Godhead naturally familiar with
human values and values of life, then shifting to being
closer to things that are profane and materialist.
experiments and studies to reinterpret Nyai Roro
Kidul mythos ruler of southern coastal Java is still
trusted today. Aim of innovation batik motifs
storytelling as reintroducing coastal mythos Batik
which expected as alternative new motives of
Javanese coast expected to have high economic value.
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Abstract:

Pressure of the traditional art to be appointed in art learning in schools is essentially an influence from the
Central Contemporary Culture Study 1964 by University of Birmingham. The appeal is construed raised
talkative local art to be developed for the local wisdom and learning, especially as teaching materials. This
idea is certainly not as deep understanding of traditional art traced on local wisdom. Applying the traditional
arts in school program by fore is not physically produce the maximum results of learning sense, because the
children think that has been influenced by contemporary art, especially the Urban Arts. Therefore, urban art
is able to accommodate ideas packaged as a tradition that local knowledge but also to live in the contemporary
world. Departing from this sense, art education can take urban art materials wisely to be developed as
teaching materials. By not releasing the principle of urban art for children's learning, arts education are
expected to adapt to urban art.

1. INTRODUCTION
The term urban in this paper refers to etymology;
Urban from the word urb means city, and urbanism is
a city person who comes from a village. Urbanization
is the process of moving villages to cities and people
who have settled in cities with their distinctive
character (Dominic Strinati, 2007). There are 3 kinds
of character: 1) strong in village vision and physical;
2) strong in the character of the city, where urbanists
have united in city life; and 3) physically headed for
the city but the entry system and values strengthen the
village by maintaining tradition. This division is not
appropriate but rather gives an outline of the
behavioral and value systems (ethics) that influence
each other and are applied in everyday life.
Urban art that does not appear from the art of
movement is urban painting that originates from the
linearity of its existence in the Indonesian political
and independence movement, which is a warrior
artist. Judging from the procedures and appearance of
art works, the ideology of creation is derived from the
idea of struggle. Paintings that tend to be coloured
with dull colours and idealism of 'populist' forms
signify the struggle of “populist politics” by both folk

artists and fighters and folk artists from the
Indonesian Communist Party when it was still
victorious. If you take a bird's eye view, the urban
constellation with the most variety is Yogyakarta.
Urban art has also become more dominant in public
space presentations. This public space is a creative
space for young artists who get the influence of
urbanism. It seems that the local potential explored
from urban areas in Yogyakarta and the ways of
utilizing technology and its tolerance. Creative city
design in Florida, explains that the movement is based
on: talent, technology, tolerance: Florida concluded
that economic development is driven in large
measures by lifestyle factors, such as tolerance and
diversity, urban infrastructure and entertainment
(https://en.wikipedia.org/wiki/Creative_city).
In this context, this article raises the issue: “What
about urban aesthetic habitus for art education
learning materials?” The research location is the City
of Yogyakarta. This is because urban art in
Yogyakarta is highly developed. This development is
partly due to Yogyakarta as a “student city”, which
has a foundation of “Culture-Based Education”.
Urban art is part of the culture that was appointed as
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a habitus of urban aesthetics for art education learning
materials.

2. DISCUSSION
2.1. Urbanism and the Urban Art
Respect in Urbanism is chosen as a material object of
this paper, because:
1) Political reasons: the area of urban culture has
invaded the canon of culture system without
knowing its essence, however, succeeded in
creating a sense of public space. Urban art is not
concerned with personal elements but based
social communication that is based on practical
to make ends meet.
2) Educational reasons: urbanism in Indonesia
widened and occupies 80% of human thought in
the city or who controls public space by
proposing a new alternative, both the media and
the idea of creation.
3) According a geography terminology, urban
culture is not limited by the rural-urban sense,
but rather basic: political, cultural, economic and
religious. The four pillars supporting the concept
of this urban culture and ultimately affect his
artistic.
4) Urbanism underestimated by the artist
hegemony; urban regarded as a negative wave as
it will damage the nervous system manifestation
of valuable art and on the other hand it can not be
classified as a work of art filled with the canon of
principle. Considered urban art does not contain
peaks idealism and ideology, besides as art and
art without form without content.
5) When viewed from the perspective of ontology,
urban actually want to search for the meaning of
existing ones. Art is not a work of art based on
the strength of a single expression that has no
sense of wellbeing, urban art therefore try to fight
for the values, ideas, and forms that do not rely
on a single measure.
6) In this case, the patterns appear as freethinking
deconstruction of the effort to interpret the social
conditions which will be held in his work.
The process of objectification and it is subjected
not constrained by the bulkhead material and purpose.
Urban art want to be free of rules or canons of
aesthetics that has been legitimized by the unilateral
hegemony in the region. Art urban become a Querr
Art, but able to live in two poles: the canonical art,
free expression and art. Identified canonical art form
of classical art and traditional art is still used as a
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commodity by the government and academic art
aesthetic put rational. In addition to these two groups
there is also a canonical aesthetics of commercial art
that is proclaimed as the favoured art.
Judging from the shape, the minor motifs in works
of art and style brushwork techniques, may feel that
the urban art like wanted to bring all that he saw in
his work. For example: the principle of tradition is
expressed with different flavours, as shape or form as
a basic element put into the creation of such a space
after being appointed. This style gives space to the
community that art and aesthetics that already exist in
itself, so that everyone can do art work. This kind of
art work is called by experts namely as pop art.
Giving the name of art pop art indicates, that the
urban is able to touch the public. The art work is not
insulate themselves with the specific media, as well
as give a single meaning. Herein the metaphysical of
presence of the urban's art.
Identifying urban art is not as easy as to trace the
classical art. The classical arts has been established
with a mission of hegemonial, which is created by the
of thinking logocentrism. Characteristics hegemonial
mission is lies in determining the contours of the deal,
the content and context of a work of art.
Symbolization packed by the missions of hegemony
and it planed by the rational thinking and able to
answer all the thinking. Rationalitas of this paper
departs from the concept that is designed to mature,
so the accuracy of the mission and forms one of the
reasons the appearance of a classic work. In
epistemology of classical art, the aesthetic as the
hegemonial raisson d'etre is pouring ideas into visual
text is required to meet the following criteria: the
presence piwulang (a lesson) and piweling (teaching);
teachings should improved with the concept of
problem which is analysis of the situation. At the
same time the work of art will be created with
requests, or wants to expresses actual problems at this
time.
However, space and time to describe the problem
and then poured the creation of ideology is not
restricted. This is a design that uses the advantages of
space and time effectively. This position which will
give advantage of the principle of the creation of
classical art. The next type is the hegemony of
academic art; artistry is intentionally created with
rationality based on scientific studies. For example:
the design of a work should be thinking like putting
distance study think the hope or work purposes. This
distance into space that will be filled by the artist
pours problem analysis, idea, ideas, imagination and
creation background. The discovery of the results of
the analysis of this problem as is the refenesi sought
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to support and in order to make the grounds more
artwork creation shows strength. In this case the
ideology as well as a picture of a work designed open,
meaning that should diorasikan or written to be easily
identified by others. Proposal creation of this kind is
said to be the principle of academic and it is called
the canonical art of academic. Hegemony presents art
as a commodity is base of commercial art. Usually,
art is not willing to reveal the face of commercial.
This is indicated by the commodity art of selfdeception in exhibition action for social assistance, or
the art of bulk. Jost Smier in “Art under pressure”
(2003) call it, their movement is not special, and not
open to sell the work, but rather exhibit social
background, but behind it all is a commercial. This
position will be a picture of the occurrence of the
orders and the type of art kitch subtle art.
Hegemony that has been lost in other urban art
movement is an art fighter; had faded significantly
since the relevance of the independence struggle had
broken up. This vision is handed over to the social
movements that use the “label” public art or art public
space. Now Art Space is what will rule the world of
art with aesthetic put down. Not merely as works of
art, Art Space is classed as Art for people.
Characteristics of art for these people as well as the
characteristics of pop art. Strinati explains:
Pop culture and the mass media are subject to
the production, reproduction and transformation
of hegemony through the institution of civil
society which cover the areas of cultural
production and consumption. Hegemony operates
culturally and ideologically through the
institutions of civil society which characterises
mature liberal-democratic, capitalist societies.
These institutions include education, the family,
the church, the mass media, popular culture, etc
(Strinati, 1995).
Thus, outside of pop art as a form of art for people.
Pop art is supported by Urban, because the academic
position is not able to penetrate the urban arts space
that has a classic aesthetic canonical basis of classical
art. Pop art comes to searching on line and at the same
time insinuating classical art through habitus that he
was carrying and he understands. That's why pop art
is also supported by the habitus of art tradition
emerged in the content, contour and the context of an
art work (http://www.scribd. com/doc).

2.2

Tracing the Habitus through
Aesthetics

The discourse about habitus included in the
discussion “philosophy of man”. Horkheimer explain
human vision from the beginning with the myth of the
man argued. Understanding of the human conception
of human struggle started from the natural beat. It said
further stated: “Man has been continuously engaged
in efforts to protect themselves from the elemental
power of nature and has, in the process, basing their
existence on trial domination of nature. As a result,
achievement has prioritized knowledge as a basis for
self-defence” (Sunarto, 2006).
In defending human life struggling to adapt to the
adjusting principle in its environment. Human nature
to try to read the text as visual and sound connoted
with the magical voice. Then present it as a
metaphysical knowledge of nature. Human pressure
on the lam compiled about then compile them into
some sort of system to deal with nature. That is the
first term of natural habitus. Humans try to
reconstruct the events and develop as to the truth of
the principle of natural pressure. Attend metaphysics
of science (epistemology).
Selection of habitus on Urban art in this paper
based on the behaviour of the Urban capable of
creating an aesthetic form and content filled with the
ideology of tradition and modern variants. Giving
names in Indonesia, especially in urban and royal city
of Yogyakarta has a different meaning than the urban
West by reference. Urban in the city centre is in
around an urban empire:
a.

b.
c.
d.

e.

Urban-oriented as culture looking for the status
of 'blue blood', they are looking for a position as
a descendant from him.
Urban academic or educational, is motivated by
the need for immigrants to learn science.
Urban politics with political background is to
study politics in Yogyakarta.
Urban Art has a background as wants to develop
and forge yourself as an artist, Economic Urban
fixed, semi-fixed and no. They came to the city
of Yogyakarta to find family needs to keep
trading, keep working and not working anyway.
Urban diaspora who take the distance as well as
an exclusive position in society. In Surakarta are
occupying Arab diaspora locations in Ketandan
and Kawatan as well as in Yogya. This
exclusivity gives a strong sense of habitus
pressure boundary of society. All of this has a
kind of urban characteristics in expressing his
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ideas. Self-expression is evident in fashion, art,
behavior and aspirations.
Habitus word uttered by Pierre Bourdieu, is the
result of practical skills into action (not always
realized) which is then translated into an ability that
seems natural and thrive in a particular social
environment (Bourdieu, 1993). Linkages with the
understanding of habitus in the title above for a sense
of 'aesthetic' which brought will not fade either
intentionally or unintentionally. The behavior of
mixed origin with local cultural arts led to the growth
of the nervous system to be typical and not make a
contradiction, but the synthesis and acculturative.
Some ideas are not perfect due to the discovery of the
origin of aesthetic synthesis with local aesthetics
caused specificity. Physical forms such as fashion and
art figure paintings and decorations have become a
sort of mosaic but distinctive artistic value. The
position of the artwork and its own increasingly
giving shape as picture made acculturation that have
aesthetic synthesis of form and mature. New
developments are also get Urban aesthetics of modern
aesthetic effect.
They received a new wave of modern aesthetics to
neutralize assimilation with existing art. The
combination of which has a special form that is not
readable by the public today. “Art Lion Dance –
Liong” as urban diaspora have a sense of music and
has been translated by Chinese ornament Indonesian
pronunciation and modern aesthetic that is acceptable
period. The tone has shifted from the principles of
Chinese music into a pounding beat of art jaranan, but
pitched hard into the beat of loud tones without value
or strength of a blow. Likewise, the art of Chinese
ornament, revealing the colours are typical of China
but in contexts number of colours not found anymore.
Findings populist ideology in urban art as the art
for the people the main attraction. Developing urban
art idea taken from original art is still strong in the
shape or contour of a work of art, good music, and
dance form. This art combined with ceremonial
system formed from the original trust and confidence
in the region occurred syncretism with area of
residence now. Finally, the patterns are formed as a
result of contact with the habitus and life expectancy
in the new region, even still be a way of life.
However, the implementation of new artwork to the
art of urban, these forms have found their own style.
For example, the art of ornament; once fused with the
aesthetic tradition of canonical gradation of staining
occurred in the Java (painting-Javanese) who actually
developed the aesthetics of its parent. The
combination of idealism area with the local package
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to try to fool the eyes of the Javanese enjoy a solid
shape the meaning and intent. They tried to adjust the
shape and color into shades of Java, but the taste or
aesthetic origins still show, even can not be
eliminated. Configuration urban ideology can be
described as follows:

Figure 1: Development Urban Habitus

Urban Arts happens to immigrants’ groups under
pressure from the new local conditions. Long area
with its hegemony using power to suppress and make
the position of newcomers to adapt, in terms of
physical, as well as the value system imposed.
Position Urban Community is also challenged to
adjust to modern art or modern culture. Two of the
world that it gives influence and affect the brain and
nervous the structure of sense to do the adaptation.
Continuous power to forge the urban awareness as
well as awareness that will lead to a continuous
experience. All this pressure by Harold J. Laski given
picture, that the experience of creating a new system
of urban behaviour. Defence patterns or pressures
which have been studied to provide new techniques
organized into a pressure defence and a sense of
mind. Nervous system as well as the sensitivity of
taste Urban formed by itself. New organization
behaves, think and feel into a new system. This is
what is said by Bourdieu as habitus.
In art, urban communities utilize for practical
needs, because of the role of art to go with the flow
mode only. Sumarjo Jacob explains: ... because art
aims to create a new reality of reality real experience.
The art form itself is the reality that is lived in the
senses. Thus the truth of the arts intersect with
empirical truth and ideas of truth (Sumardjo, 2000).
Marx (1859) in the introduction to the Critique of
Political Economy explained that (Santoso, 2006):
Art is essentially determined by history, not only
is like linking all artistic phenomena more or less
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in tandem with certain specific circumstances, but
especially is akin to rejecting a priori, to consider
that art has meaning permanent or, more
importantly even more importantly, the absolute
value. Idealistic aesthetic face little difficulty in
expressing the eternal laws of beauty and aesthetic
value in a sparkling mirror artistic phenomenon,
because by taking certain metaphysical questions
as point, the aesthetics of nature at will
immediately avoid the (arbitrary) from the
contingent.
Human behaviour was analysed by Bertens as
follows:
Human life is very intricate. Still many are not
really clear. The mind must be thinking, voice and
articulation of reality (das Sein) still needs to be
heard and followed more closely the relationship
and significance remains to be constantly
discovered, integrated, totalization, reviewed and
other so on. Short human words, must constantly
interpret, making interpretation (Bertens 1981 in
Poespoprojo, 1987).
Something that is not conceivable is the
emergence of the human nervous system in
developing the system which ultimately is a new
concept that is acceptable to proclaim and adjustment
efforts in the era of modernity. The urban human
behavior as a normal human being would like to
express its aesthetic vision; several canonical
formulas of art with aesthetic sense and can be
packaged in mind that poured into works of art or
fashion design characteristic. Initially, the urban
aesthetic hegemony translates that suppress; eg
housemaids, will adapt to command employers. Then
the long-run will be a nervous system that is
composed automatically by building ideology sissy.
Sastrapratedja (2001) explains:
a.

b.

c.

The concept of man is always defined by a
group of structurally have the possibility to
express their cultural ideal.
De facto under the group received only the
above formulation of the concept of humanity.
If the ancient ideals of humanity is humanism
aristocracy, the aristocracy of people who are
not aspiring to be the aristocracy;
Group of economically powerful elite trying to
create the idea of culture in accordance with
the tastes of the group. Perfect man, the human
remains, complete human being embodies the
ideals of the group concerned.

Human habitus was trying to process the
acquisition of skills of the pressures into structures

with a creative and strategic abilities. Thus the human
habitus is a self-evolving system of cultural capital
and economic capital of the region of origin. It could
be argued that habitus provide both organizational
change and individual and habitus shaping life itself.
Urban struggle with habitus to penetrate the meaning
of modernity that have always thought to disrupt the
advance of life. Included in it is art. Modern art urban
art performances wish give a positive picture of the
new forms. Modern art is said by Perrcault:
Urban struggle with its habitus to penetrate the
meaning of modernity that have always
modernism patterns have been abandoned due to
inadequate shelter idea of free rules. The rule
emerged from academic thought, namely the
formulation of the concept art reread pliers and
neat. Rebellion against the rules or patterns of this
academic followed by several artists (artists) such
as: Robert Zakanitch, Cinthia Carlson; artists still
maintain the shape of painting yet to break away
from the rule of engineering is more based on
painting by the in-conventional techniques
(Perrcault, 1977 in Kaiser (et al.). 1995).
Art is a process of expressing ideas and ideas that
were presented to a destination. Broad and depends
on whether or not a representation capability in space
and time stated ideology visualized. The urban tried
to unite the ideas of modern with tradition is not lost
as local genius, as well as local wisdom. The position
of knowledge developed to capture the modern
rhythm depend utilize sensory perception and
guidance in mind. Heidegger indicates that:
Knowledge is a means-letheia is the selfknowledge of there. In epistemology tends to limit
itself to the perception of sensory and intellectual
understanding, where understanding is understood
narrowly. Knowledge is an event that causes the light
entering the human consciousness there. We did not
foresee how biased it is stated there. Initial attitude
appropriate for philosophers of knowledge is humility
in the face of experience (Hadi, 1994).
In addition Sidi Gazalba (1977) says that the
thinking process can be reconstructed, ie the process
of: understanding; decide; and said. This concept if it
is associated with the creation of works of art as a
result of thinking stems from an object. Objects
appointed to be described with existing notions on the
artists as interpretation activities. The Quantum
process by Dwi Maryanto (2006) is a particle and a
wave unify objects by artists to the taste and brain.
Consideration of these artistic elements and elements
discovered the beauty that is processed into an artistic
decision. When it has penetrated the consciousness
absolute phases (concious level) then spoken through
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the visual arts as a symbolic expression of the form.
This process is a quantum phenomenon, but abstract
reasoning. The result of reasoning process of
phenomenal artists want to change the abstract
phenomenon (the idea is) into concrete according to
empirical studies.

2.3. Aesthetic Urban for Art Education
One's gaze is an urban community acceptance of
urban aesthetics in the constellation of classical art.
Act and behavior of the urban plan of the all
responsibility artistic activity, because the integration
of two traditional vision of feodalism and pressed
with the other side is modernity. Conception of
feudalism there is a pattern of thinking that canon of
deemed to have met the criteria of assessment.
Assessment of the work of art to stabilize and
validated assessments to measure the existing works
in the neighborhood. Therefore, “in particular within
the framework of feudalism which also includes the
people who have the privilege, namely, those with
immunity rights” (Sunarto, 2006). From this
description of the urban art hegemonic position
occupying the stronger pattern of feudalism. Cultural
and economic urban communities would prefer to
follow a predefined pattern. The behavior are not the
same or use the concept of urban metaphysics will not
succeed in entering the public space.
Judging from the medium unit, urban art has a lot
of scope to change the display. The term of art really
is a liberal of visual art and plastic art. Is essential
both a physical form that is enjoyed by the senses the
eye as a symbolic expression, therefore, to explain the
scope of first using the theory of abstraction, namely:
a. Physical abstraction, the overall picture showing
something characteristic of the object.
b. Abstraction form was describe the general nature
of the business that became a hallmark of all
something similar.
c. Provides an abstraction of the metaphysics of
general principles that form the basis of all
reality.
Coverage urban art can finally identification:
a.
b.

c.
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Vision of urban origin is still being used to
strengthen the area of origin.
The patterns of composition is still dominated by
the view that symmetric placement space is not
considered specifically.
Semiotics shape has changed from a single
meaning as a result of the design of metaphysical
presence is more free form, in the sense of the use

d.

of shapes and colors not be used as an aesthetic
criterion of truth, but rather a presentation
without changing the meaning of the form itself.
Medium was replaced by objects that already
have a meaning, so the apartment layout adapted
to the shape and color the principle of pragmatic.

From this description can hold onto that vision to
explore the creation of urban artwork and utilized in
the development of m, artery taught in formal
schools. Urban art that no longer pay attention to the
classical pattern but most use classic materials and
traditions of the area for the purpose of
communication. The position of this urban art can be
accepted by some people, especially students who
have difficulty understanding the classical and
traditional art-based aesthetic canon. The game can
be continued as a form of exercise regardless of
composition development of a form of metaphysical
presence.
Some batik motif is considered has meaning of
life has been abandoned. They will take advantage of
the urban as a display face to be accepted by the
people period. this is like the first time the presence
of art in human social history. History is meant the
life since opening the eyes to turn a blind eye. Plato
and Aristotle and was followed by Horace in Ars
Poetica. Stated that the initial artwork that became the
medium of expression is: craft of painting, sculpture,
and so forth: music, at least for Plato, is not a separate
art but is a constituent part of poetry (R.G
Collingwood in the Principles of Art, 1981) (Sunarto,
2016). During the development of logocentrism,
artwork associated with language, because the
artwork is essentially a communication tool, the
figure is in the works as well as the expression of a
sentence that shows the meaning of the word local.
Even Ernest Cassirer explains:
Imitation is the language sounds, while art is
imitation physical objects. Imitation is a
fundamental instinct, intimate facts in human
nature. Aristotle said imitation is a natural thing
for humans since childhood. One of the
advantages of men compared to animals lies in the
fact that man the most imitative creature, creature
early learning through imitation (Cassirer, 1987).
Broadly speaking incorporate urban art can be
described by the canonical aesthetics into the
development of teaching materials as follows:
 Try to obscure the bulkhead between the various
artistic tendencies, characterized by melting the
boundaries between visual art, theater, dance,
and music.

Tracing the Habitus of Urban Aesthetic for Learning Material of Art Education



Incorporate the knowledge of other disciplines to
produce works that are acceptable to all parties.
Popular knowledge is likely to enter or utilize
cutting-edge technology.



Habitual capacity is implemented through
community activities on art and aesthetics in a
practical way, so that changes in mindset become
more dynamic and able to eliminate dichotomy.

2.4. Direction of Aesthetic Education
Based on Urban Art
If repackaged the form of habitus of the urbanist
tradition of existing art (classical, modern and
contemporary art) can be explained as follows:
traditional art habitus from the region was appointed
as the basis and system of appropriation and raised
the principle of postmodernity as an instrument of
development. This unity is expected to be a habitus
that is able to provide a picture for the future. To
discuss the implementation of this habitus can be
developed through the understanding of the younger
generation who have been consumed by the idea of
paralogism and jugernauts is to consider the latest
conditions.
Overall the development of habitus for education
is designed, as follows:1. Habitus is packaged for
education with the aim of forming a work system and
at the same time building cultural civilization. This
cultural civilization is part of an effort to change the
discourse of public space. This step is through the
right education for urbanists.2. Training is given
continuously about traditional arts and see
developments in Yogyakarta in order to grow
adaptive life attitudes of both personal and collective
contexts. The method of training is to adapt the
traditional arts of Yogyakarta and the traditional arts
around Yogyakarta in order to discover the principles
and concepts of creation.3. Habitual capacity is
implemented through community activities on art and
aesthetics in a practical way, so that changes in
mindset become more dynamic and able to eliminate
dichotomy.
Overall the development of habitus for education
is designed, as follows:
 Habitus is packaged for education with the aim
of forming a work system and at the same time
building cultural civilization. This cultural
civilization is part of an effort to change the
discourse of public space. This step is through
the right education for urbanists.
 Training is given continuously about traditional
arts and see developments in Yogyakarta in order
to grow adaptive life attitudes of both personal
and collective contexts. The method of training
is to adapt the traditional arts of Yogyakarta and
the traditional arts around Yogyakarta in order to
discover the principles and concepts of creation.

Figure 2: Scheme Aesthetic Education Direction in ArtCultural Education



Collaborative packaging of the branches of art
with the aim of formal coaching is to prioritize
the aesthetics of pop art towards traditional art
without separating from the branches of art (see
schema below).

Figure 3: Scheme Collaborative packaging of the branches
of art with the aim of formal coaching is to prioritize the
aesthetics of pop art towards traditional art without
separating from the branches of art.

The goals and objectives of art education can be
mentioned:
 Material Objectives are fostering artistic work
skills by providing freedom of work to find the
principles of structuring art in accordance with
their branches of art.
 Strengthening the technique of work by
facilitating creation through the appreciation of
art and developing it as an enrichment material
for the creation of works of art.
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Improving children's sensibility through an
exploratory approach to imaginative ideas of
form, sound, movement and literature through
creation training based on children's interests
Practicing the ability to objectify the surrounding
environment based on the balance of nature and
culture through attention to: creativity, taste and
intention.

3. CONCLUSIONS
Contemporary art that is consumed by adolescents
and becomes an idol in the creation of works of art is
a capital for the development of interest in creating
art. By tracing Urban aesthetics, it can be made a base
of teaching based on appropriation of traditional arts
and modern art that is developing among the people
of Yogyakarta. Public school art education is
expected not to separate itself from the phenomena of
paralogism and juggernauts, but rather to be able to
refer to the postmodern vision of the philosophy of
classical art in Yogyakarta. Develop methods of
working freely based on traditional themes.
If art education is still showing bulkhead
disciplinary field of art itself, the art education will
feel more stiff. Arts education that utilizes the
insulation material can be said to be working on the
field at the level of physical, arts education while
working on a wonderful flavor through physical
claim. Work on the aesthetic vision in the creation of
works of art is more flexible than the separate arts by
utilizing the field. This idea means that returns the
aesthetic diction in practical shades, meaning: the real
art of public property, and arts education does not
recognize the principle that talent or heavy. Education
as a wonderful educational or aesthetic sense and the
ability to train and identify children objectivise
natural beauty, ranging from the environment to the
global insight, so that a proper sense of the first aim
is to watch. Art education began with the introduction
of urban art that has no children and eventually pulled
over in the form of appreciating, as well as the
meaning of the display Art Under Pressure
(Promoting Culutral Diversity), copy right, Zed
Books–London.
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Abstract:

This study aims to see the dynamics of regeneration of batik from time to time until now as a form of
revitalization of local culture. This research uses descriptive qualitative methods. The case study used is indepth study of situations that reveal the condition of the society in Gumelem Wetan's current locations during
the past and current conditions. The data was analyzed by following the ritual theory from Durkheim and
functionalism experts, and using ethnographic methods by listening to a series of observations, in-depth
interviews. The results of the empirical studies showed that anxiety about the extinction of batik culture was
answered by a group of Gumelem batik incorporated called Giri Alam. In this study at least it can be
concluded: first, sharing is the effort to regenerate batik makers. Second, making batik means taking part in
preserving culture as Indonesia's national identity. While at this time it was also intended to raise the
popularity of Gumelem Village as a tourist village.

1

INTRODUCTION

Globalization has set in motion a process of farreaching change that is affecting everyone. New
technology, supported by more open policies, has
created a world more interconnected than ever before.
This spans not only growing interdependence in
economic relations – trade, investment, finance and
the organization of production globally – but also
social and political interaction among organizations
and individuals across the world. The potential for
good is immense.
The growing interconnectivity among people
across the world is nurturing the realization that we
are all part of a global community (Halonen. 2004: x).
In the era of globalization following with the foreign
corporation that infiltrate until rural area with fix
salary offered, many allowances, and also giving
prestige as factory “employer” has seduced young
women in the villages. Information technologies have
penetrated and escalate the instant and rapid
fulfillment. Living in villages that offering works that
need patience and accuracy in process and result were
left behind. The transformation of era requires speed
and precision. The fact is Batik is works that requires
patience, accuracy and high concentration but unable
to provide worthy reward to batik maker welfare. The
difficulty in selling with only high class customers is

making hard to sell. Comparing with the need that has
to fulfill, this were connected with the dynamics batik
progress in the past.
In the past making batik were for royal family
consumption, which also applied in Gumelem,
Susukan Sub district, Banjarnegara. The present of
this village was related with the historical bound with
Mataram
kingdom
and
Banyumas
(Hudayana:2012:15). After Ki Ageng Gumelem
received private land form Mataram, automatically
the kingdom culture also follows including batik
culture. The spoken resources, in the past almost
every household were making batik especially in
village headman house. The pattern always have
special meaning such; Wahyu Tumurun, Semen
Klawer, Jimbaran etc. And after receiving
Government regulation in 1959 that stated village
headmen become head of Village impacted on
decreasing batik making. Most of batik maker chose
to works in Sokaraja, Purwokerto and Banyumas to
Chinese owner. For those who have capital
established their own batik industry with employ
local batik maker. Some of them kept making batik in
small scale or only when received order. In other side
the development of batik stamp or printing slowly
compete with their batik products. With advance
technology, batik can be mass produce and massive
with low cost and can be sell cheaply.
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Right after UNESCO declaration that handmade
batik is cultural heritage in October 2nd, 2009,
handmade batik is rise again. The government
support also involve, lot of funding allocated for batik
training, support the production equipment and also
exhibitions, and also batik uniform procurement. The
corporate sector also support through their CSR to
support this industry. The batik small industry groups
were growth, one of them is Giri Alam. The passion
in made batik alive, people start to produce batik
again. The fashion developments also support to turn
on batik by creating trend using batik in youth. The
discourse of tourism villages also plays in livens up
batik passion. Unfortunately batik booming not being
follows with batik knowledge. When meeting with
some batik maker, they were complaining that printed
batik are more sellable that handmade batik. The
people knowledge on batik that come from hand
scratches still less “They were bought craft with batik
pattern, and said that Banjarnegara batik is fade
easily, and not long lasting. The one that they bought
not handmade batik of Gumelem, Banjarnegara”, said
one of the batik maker. This made handmade batik
maker facing difficulties selling it.
In Batik world, synthetic coloring also tempted,
seeing that many more complex color can be produce
compare with natural coloring from plant leaves and
or rind. In natural coloring; it takes times and need
repeating process compare with synthetic coloring.
This hard working pays with faint color or call it
“mbladhus” because natural color can’t produce
synthetic factory coloring as consumer want.
The handmade batik condition become more
complex if being faced with future generation, today
most batik maker in range ages of 50 until 70. Even
though their children know and can made batik, they
all more prefer working in wig and eyeliner factory.
There are many foreign factories that produce wig
and has growing fast in Purbalingga and have branch
in Banjarnegara, In Gumelem, it’s very common to
see women making wig and eyeliner in their houses.
The collector came to collect this product at their
house. Mrs. Tari one of the wig maker admitted that
this work that she is taking because it’s very simple
and flexible working hours. Working in factory
giving work security with certain paid and bonus and
faster that making batik.
Seeing this condition, concern rise on who will
continue this batik. Introduction and education on
batik to youth fell down connected with the
establishment wig and eyeliner factory. Only few left
and inherited to their descendant. This impacted on
future regeneration, they will become successor of
their ancestor did in the past. Concern on cultural
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treasure disappearing in the future; or event claim by
other countries can’t be denied. This is for batik for
not being extinct in the globalization era.
The transformation village governance from
Kademangan to Villages, and also globalization has
creating tempting employment opportunity for youth.
Hands of foreign corporation have reach until
villages. The flaming of batik in Gumelem has risen
and fallen in facing challenge and obstacles in the
future. Important to us to sees further on how is the
faith of batik maker in the era of globalization. The
temptation from the capitalist to sell their batik is very
tempting. Beside that in economic orientation is often
tempted by fortune by neglecting the quality of goods.
Observing this concern, this writing propose question
on why Giri Alam stick to rely on natural coloring
batik.

2

METHOD

This research uses descriptive qualitative method.
Subject of the research was batik Giri Alam in present
time, while the data was collected through interview
and direct observation, as well as documentation.
Data collected in this research is primary data from
the informant and secondary data obtained from the
literature review. The case study used is in-depth
study of the events and situations that reveal the
condition of the society’s in current locations in
Gumelem Wetan during the past and current
conditions. The data was analyzed by following the
ritual theory from Durkheim and functionalism
experts, and using ethnographic method by series of
observation and listening and in depth interview.

3
3.1

DISCUSSION
Gumelem Batik

The rice field like wide carpet surrounded by
mountain range and breezy coconut palm along the
pathway pose of beautiful nature face of Gumelem.
This beauty can be enjoyed more offer when sunrise
or sunset. Girilangan cemetery, Big Mosque of
Kauman At Taqwa Gumelem, and Kademangan gate
is physical proved that kept many stories from the
past. Sadran Gedhe ritual, Ujungan tradition ritual,
and past life portrait still exist until today such farmer,
penderes, indel, blacksmith, madung, batik maker,
etc. The history of batik started in kademangan
Gumelem era, where every households doing batik
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activity. The trademark of Gumelem Batik have risen
since 1573 (Muzdalifah,2015:297). This is
traditionally women’s work, and many Indonesians
consider the best batik makers to be in Central Java
(Lamoureux, 2003:142). The motif that being
develops, having many certain meaning as offering
for village headman families. However since the
transformation from kademangan to village made
breathe of batik stop for a moment. Soon after that, in
the era of village government named Atmamihardja,
establish batik home industry pioneered by her wife
named Mrs. Martini with 10 experiences batik maker
in kademangan. Besides that, few batik makers create
batik ready for sold. Couples of home industry follow
like Mrs. Sartinem, Mirah Batik, Amorista, Tunjung
Biru and Gita Usaha (Alifah, 2017:23). And others
joined to Chinese owned batik seller likes Perja,
Sukaraja, Banyumas and Purwokerto. In other
writing, still any home industry call Al Hikmah, when
in total almost 400 batik makers (Anhar. 2017).
Reputedly back then, the most famous was
Tunjung Biru that employs more than 40 workers.
The breath of batik back to normal and glorious again.
Unfortunately this faith only last for 3 years. Soon
after that batik stuck again because the batik maker
chose to become bridal makeup. The batik maker face
the same destiny, until there was institution that
involved in small industry Gumelem batik
development from Banjarnegara local government
through District Industrial and Cooperation Office.
They provide batik training for existing batik makers,
with the support from State Corporation such PT.
Angkasa Pura and PT. Indonesia Power thet given
training and grant to groups, and also support from
bank like Indonesian People Bank (BRI) that giving
soft loans.
On those year, women group initiate to
established batik group. Cooperation initiated in 2015
with grant from Indonesia Power and also as mark for
the establishment Giri Alam Batik. Batik Giri Alam
Group consist batik makers who have skills brought
from their ancestor and also still relatives connected.
Likes Mrs. Warsiyem and Mrs. Partimah said that
since their child, they always seen their mother
making batik, and then they tried to make batik
without their parents knowing it, and then they
capable to make their own batik. I have noticed how
good they make batik, by sitting circle the stove and
listening radio as background with chatting and
laughing sometime. They made batik together with
taking caring their children or grandchildren plays
around them. In the back, the masterpieces of their
batik arts presented with classical batik themes in the
kademangan era; characteristic of Banjarnegara with

dawet, coffee, temple picture, etc. And also batik with
butterfly and leaves pattern, etc. The smell of malam
comes to my nose nicely. In other side, a young
mother age 22 years drawing a pattern. Once while
she also “melorod” batik. In front side, I seen the only
man stood there, his age just 24 year and he was good
in making batik, coloring and design it. And also a
young mother age 34 year that already make batik
since age 17 years. That is the condition in Giri Alam
Batik.
The name of Giri Alam is very different with the
name other batik group. Almost all name in Gumelem
using the name of the owner, like Giat Usaha Batik
owned by Mrs. Giat Satorini, Setia Usaha Batik
owned by Mrs. Sutirah Seta Budi, Sartinem Batik
owned by Mrs. Sartinem, Mirah Batik owned by Mrs.
Mirah and Wardah Batik owned by Mr. Budi that
using his daughter name. According to leader of Giri
Alam group, the name of Giri Alam origin come from
two words; Giri that meant at Giri or Mountain and
Alam that meant Nature to shows the using of natural
coloring. The philosophy of Giri Alam is back to
nature with the intention using natural coloring to
preserved batik like been teaches by their ancestor
using nature coloring that not damaging the
environment.
Besides producing batik, Giri Alam also provides
training open wide to anybody. The training gives to
school children, institution or surrounding
community. They take charges IDR 35,000/person
for 50cmX50cm fabric for making batik until
finishing and also for snacks. The training also for
free if there is customers comes. This encourage the
establishment of tourism villages. Respond on this,
the organization being established where all events
that supported tourism villages will be developed. By
participating in this organization and also in district
level activities will automatically supporting tourism
in Gumelem villages.

3.2

Sharing And Preserving Gumelem
Batik

Observing the long history of batik in Gumelem, just
like observing the future on how this condition will
remain exist or otherwise. This became concern Giri
Alam batik. The transformation in batik world lead
the orientation of batik maker that end in economic
interest that can’t be denied. At least 2 pattern of
today home industry orientation: First; economic
orientation that always create batik even though not
their own creation. Where they bought already
drawing fabric and then cover it with batik writing,
sell with cheap prices. They use synthetic coloring to
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give more scope of consumers. Second; noneconomic
orientation, batik made from white fabric written
from beginning with long process and also use natural
coloring in repeating process and expensive. The
competition between home industries also leads in
batik journey. The choices are complex and and
causing risk in the future. Instead of preserving
Gumelem batik, the fact is selling product non
original and causing pollution.
Giri Alam tried to answer this concern, by keeping
the oldest fashion in batik using malam scratch. They
also used natural coloring with objective to preserve
the nature just like their ancestor did. But it not meant
that they were anti mainstream, they also used the
opportunity to introduce Gumelem Batik through
traditional market in Lodra Jaya, district and national
event and also social media.
Giri Alam has used two methods in preserving
Batik, by:
1. Cultural experiences; by directly contact with
cultural experiences. Giri Alam opened to anyone to
learn and train to make batik. They also involved
youth in production process to presence love in
product that they own created and also build
awareness on culture since early ages. By
understanding and feel, it hopes will waken this
masterpieces is create with persistence and accuracy
not instant. The participants in training from
Elementary, Junior, Senior Schools and also special
need children school.
2. Culture knowledge; by giving information on
Batik that can be functioned in many forms. The
objective is too educated or for batik development
itself and also for tourism potency. Giri Alam did this
through several social media account or directly in
village tourism organization. So the young generation
can notice about Gumelem batik.
With both above ways meant that plays role in
preserving culture as national identity. It’s mention in
KBBI (KBBI.2014). Preservation came from word
preserve which meant stays as that not changing. The
word preservation meant the process or effort (Verb).
So meant the effort to kept something not changing as
it’s belong/usual.
In Gumelem batik dynamic, I try to use Lauer lens
on theory of cycle transformation (Lauer.1993),
where changing is something that repeating. Based on
this theory the form of social changing can’t be
control fully by anyone. In the life of community
there is cycle that must be follows. The rise or fall of
civilization can’t be circumvented, and not always
social change will give positive impact. This theory
as description of the man journey in the development
era, from beginning until end of life, they obtain. This
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referred to Batik regeneration through times until
today where changing always cycles to era that they
have been experienced before, and facing cycles to
returned and form of cultural revitalization.
This idea in line with Durkheim, who initiate the
theory of structural functionalism where very
influence with biological thinking that stated
community as biological organism that come from
many organs that dependent each other so the
organism may kept alive. This approach objective is
to gain social orderliness. This theory considered that
all structure is functional to its community. Where if
group of community want to build its group, they will
observe what can be develop and kept existing, even
in preserving developing traditions and culture.
Because it’s always facing changing, humans always
adapted (Jones, 2003:32).
Today making batik at once also for build
Gumelem Village popularity as tourism village. At
least this writing confirm the cultural security in
Gumelem through Giri Alam Batik today have two
interest. First is to strengthening the value and
cultural wealth material products to increasing
economic status. Second is to strengthening for
building cultural village community as tourism
village with count on their noble cultural tradition.

4

CONCLUSIONS

This study empirically shows the anxiety on the
extinction of batik culture responded by Giri Alam
batik group by still rely on natural coloring batik. In
this research can draw few conclusion; first, Giri alam
batik attempted to regenerate batik with elaborating
all community groups (sharing). Second, with making
batik meant that participating in preserving culture as
Indonesian national identity. Besides that, form of
caring by preserved on what Gumelem already have,
with the objective to gain popularization as tourism
village at the same time. This research confirms that
cultural security in Gumelem in this era having two
interests. First, they strengthen again the value and
material cultural wealth product of Gumelem for
increasing
economic
existences.
Second,
strengthening for building cultural village community
by depend on their own noble culture. This research
can offer valuable contribution in the study of
changing the world through arts by way of Giri Alam
Batik Groups good practices in the middle of
globalization era and also in supporting government
policy on preserving local culture.
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Abstract:

This study aims to see the dynamics of regeneration of batik from time to time until now as a form of
revitalization of local culture. This research uses descriptive qualitative methods. The case study used is indepth study of situations that reveal the condition of the society in Gumelem Wetan's current locations during
the past and current conditions. The data was analyzed by following the ritual theory from Durkheim and
functionalism experts, and using ethnographic methods by listening to a series of observations, in-depth
interviews. The results of the empirical studies showed that anxiety about the extinction of batik culture was
answered by a group of Gumelem batik incorporated called Giri Alam. In this study at least it can be
concluded: first, sharing is the effort to regenerate batik makers. Second, making batik means taking part in
preserving culture as Indonesia's national identity. While at this time it was also intended to raise the
popularity of Gumelem Village as a tourist village.

1

INTRODUCTION

Globalization has set in motion a process of farreaching change that is affecting everyone. New
technology, supported by more open policies, has
created a world more interconnected than ever before.
This spans not only growing interdependence in
economic relations – trade, investment, finance and
the organization of production globally – but also
social and political interaction among organizations
and individuals across the world. The potential for
good is immense.
The growing interconnectivity among people
across the world is nurturing the realization that we
are all part of a global community (Halonen. 2004: x).
In the era of globalization following with the foreign
corporation that infiltrate until rural area with fix
salary offered, many allowances, and also giving
prestige as factory “employer” has seduced young
women in the villages. Information technologies have
penetrated and escalate the instant and rapid
fulfillment. Living in villages that offering works that
need patience and accuracy in process and result were
left behind. The transformation of era requires speed
and precision. The fact is Batik is works that requires
patience, accuracy and high concentration but unable
to provide worthy reward to batik maker welfare. The
difficulty in selling with only high class customers is

making hard to sell. Comparing with the need that has
to fulfill, this were connected with the dynamics batik
progress in the past.
In the past making batik were for royal family
consumption, which also applied in Gumelem,
Susukan Sub district, Banjarnegara. The present of
this village was related with the historical bound with
Mataram
kingdom
and
Banyumas
(Hudayana:2012:15). After Ki Ageng Gumelem
received private land form Mataram, automatically
the kingdom culture also follows including batik
culture. The spoken resources, in the past almost
every household were making batik especially in
village headman house. The pattern always have
special meaning such; Wahyu Tumurun, Semen
Klawer, Jimbaran etc. And after receiving
Government regulation in 1959 that stated village
headmen become head of Village impacted on
decreasing batik making. Most of batik maker chose
to works in Sokaraja, Purwokerto and Banyumas to
Chinese owner. For those who have capital
established their own batik industry with employ
local batik maker. Some of them kept making batik in
small scale or only when received order. In other side
the development of batik stamp or printing slowly
compete with their batik products. With advance
technology, batik can be mass produce and massive
with low cost and can be sell cheaply.
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Right after UNESCO declaration that handmade
batik is cultural heritage in October 2nd, 2009,
handmade batik is rise again. The government
support also involve, lot of funding allocated for batik
training, support the production equipment and also
exhibitions, and also batik uniform procurement. The
corporate sector also support through their CSR to
support this industry. The batik small industry groups
were growth, one of them is Giri Alam. The passion
in made batik alive, people start to produce batik
again. The fashion developments also support to turn
on batik by creating trend using batik in youth. The
discourse of tourism villages also plays in livens up
batik passion. Unfortunately batik booming not being
follows with batik knowledge. When meeting with
some batik maker, they were complaining that printed
batik are more sellable that handmade batik. The
people knowledge on batik that come from hand
scratches still less “They were bought craft with batik
pattern, and said that Banjarnegara batik is fade
easily, and not long lasting. The one that they bought
not handmade batik of Gumelem, Banjarnegara”, said
one of the batik maker. This made handmade batik
maker facing difficulties selling it.
In Batik world, synthetic coloring also tempted,
seeing that many more complex color can be produce
compare with natural coloring from plant leaves and
or rind. In natural coloring; it takes times and need
repeating process compare with synthetic coloring.
This hard working pays with faint color or call it
“mbladhus” because natural color can’t produce
synthetic factory coloring as consumer want.
The handmade batik condition become more
complex if being faced with future generation, today
most batik maker in range ages of 50 until 70. Even
though their children know and can made batik, they
all more prefer working in wig and eyeliner factory.
There are many foreign factories that produce wig
and has growing fast in Purbalingga and have branch
in Banjarnegara, In Gumelem, it’s very common to
see women making wig and eyeliner in their houses.
The collector came to collect this product at their
house. Mrs. Tari one of the wig maker admitted that
this work that she is taking because it’s very simple
and flexible working hours. Working in factory
giving work security with certain paid and bonus and
faster that making batik.
Seeing this condition, concern rise on who will
continue this batik. Introduction and education on
batik to youth fell down connected with the
establishment wig and eyeliner factory. Only few left
and inherited to their descendant. This impacted on
future regeneration, they will become successor of
their ancestor did in the past. Concern on cultural

treasure disappearing in the future; or event claim by
other countries can’t be denied. This is for batik for
not being extinct in the globalization era.
The transformation village governance from
Kademangan to Villages, and also globalization has
creating tempting employment opportunity for youth.
Hands of foreign corporation have reach until
villages. The flaming of batik in Gumelem has risen
and fallen in facing challenge and obstacles in the
future. Important to us to sees further on how is the
faith of batik maker in the era of globalization. The
temptation from the capitalist to sell their batik is very
tempting. Beside that in economic orientation is often
tempted by fortune by neglecting the quality of goods.
Observing this concern, this writing propose question
on why Giri Alam stick to rely on natural coloring
batik.

2

METHOD

This research uses descriptive qualitative method.
Subject of the research was batik Giri Alam in present
time, while the data was collected through interview
and direct observation, as well as documentation.
Data collected in this research is primary data from
the informant and secondary data obtained from the
literature review. The case study used is in-depth
study of the events and situations that reveal the
condition of the society’s in current locations in
Gumelem Wetan during the past and current
conditions. The data was analyzed by following the
ritual theory from Durkheim and functionalism
experts, and using ethnographic method by series of
observation and listening and in depth interview.

3
3.1

DISCUSSION
Gumelem Batik

The rice field like wide carpet surrounded by
mountain range and breezy coconut palm along the
pathway pose of beautiful nature face of Gumelem.
This beauty can be enjoyed more offer when sunrise
or sunset. Girilangan cemetery, Big Mosque of
Kauman At Taqwa Gumelem, and Kademangan gate
is physical proved that kept many stories from the
past. Sadran Gedhe ritual, Ujungan tradition ritual,
and past life portrait still exist until today such farmer,
penderes, indel, blacksmith, madung, batik maker,
etc. The history of batik started in kademangan
Gumelem era, where every households doing batik
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activity. The trademark of Gumelem Batik have risen
since 1573 (Muzdalifah,2015:297). This is
traditionally women’s work, and many Indonesians
consider the best batik makers to be in Central Java
(Lamoureux, 2003:142). The motif that being
develops, having many certain meaning as offering
for village headman families. However since the
transformation from kademangan to village made
breathe of batik stop for a moment. Soon after that, in
the era of village government named Atmamihardja,
establish batik home industry pioneered by her wife
named Mrs. Martini with 10 experiences batik maker
in kademangan. Besides that, few batik makers create
batik ready for sold. Couples of home industry follow
like Mrs. Sartinem, Mirah Batik, Amorista, Tunjung
Biru and Gita Usaha (Alifah, 2017:23). And others
joined to Chinese owned batik seller likes Perja,
Sukaraja, Banyumas and Purwokerto. In other
writing, still any home industry call Al Hikmah, when
in total almost 400 batik makers (Anhar. 2017).
Reputedly back then, the most famous was
Tunjung Biru that employs more than 40 workers.
The breath of batik back to normal and glorious again.
Unfortunately this faith only last for 3 years. Soon
after that batik stuck again because the batik maker
chose to become bridal makeup. The batik maker face
the same destiny, until there was institution that
involved in small industry Gumelem batik
development from Banjarnegara local government
through District Industrial and Cooperation Office.
They provide batik training for existing batik makers,
with the support from State Corporation such PT.
Angkasa Pura and PT. Indonesia Power thet given
training and grant to groups, and also support from
bank like Indonesian People Bank (BRI) that giving
soft loans.
On those year, women group initiate to
established batik group. Cooperation initiated in 2015
with grant from Indonesia Power and also as mark for
the establishment Giri Alam Batik. Batik Giri Alam
Group consist batik makers who have skills brought
from their ancestor and also still relatives connected.
Likes Mrs. Warsiyem and Mrs. Partimah said that
since their child, they always seen their mother
making batik, and then they tried to make batik
without their parents knowing it, and then they
capable to make their own batik. I have noticed how
good they make batik, by sitting circle the stove and
listening radio as background with chatting and
laughing sometime. They made batik together with
taking caring their children or grandchildren plays
around them. In the back, the masterpieces of their
batik arts presented with classical batik themes in the
kademangan era; characteristic of Banjarnegara with
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dawet, coffee, temple picture, etc. And also batik with
butterfly and leaves pattern, etc. The smell of malam
comes to my nose nicely. In other side, a young
mother age 22 years drawing a pattern. Once while
she also “melorod” batik. In front side, I seen the only
man stood there, his age just 24 year and he was good
in making batik, coloring and design it. And also a
young mother age 34 year that already make batik
since age 17 years. That is the condition in Giri Alam
Batik.
The name of Giri Alam is very different with the
name other batik group. Almost all name in Gumelem
using the name of the owner, like Giat Usaha Batik
owned by Mrs. Giat Satorini, Setia Usaha Batik
owned by Mrs. Sutirah Seta Budi, Sartinem Batik
owned by Mrs. Sartinem, Mirah Batik owned by Mrs.
Mirah and Wardah Batik owned by Mr. Budi that
using his daughter name. According to leader of Giri
Alam group, the name of Giri Alam origin come from
two words; Giri that meant at Giri or Mountain and
Alam that meant Nature to shows the using of natural
coloring. The philosophy of Giri Alam is back to
nature with the intention using natural coloring to
preserved batik like been teaches by their ancestor
using nature coloring that not damaging the
environment.
Besides producing batik, Giri Alam also provides
training open wide to anybody. The training gives to
school children, institution or surrounding
community. They take charges IDR 35,000/person
for 50cmX50cm fabric for making batik until
finishing and also for snacks. The training also for
free if there is customers comes. This encourage the
establishment of tourism villages. Respond on this,
the organization being established where all events
that supported tourism villages will be developed. By
participating in this organization and also in district
level activities will automatically supporting tourism
in Gumelem villages.

3.2

Sharing And Preserving Gumelem
Batik

Observing the long history of batik in Gumelem, just
like observing the future on how this condition will
remain exist or otherwise. This became concern Giri
Alam batik. The transformation in batik world lead
the orientation of batik maker that end in economic
interest that can’t be denied. At least 2 pattern of
today home industry orientation: First; economic
orientation that always create batik even though not
their own creation. Where they bought already
drawing fabric and then cover it with batik writing,
sell with cheap prices. They use synthetic coloring to
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give more scope of consumers. Second; noneconomic
orientation, batik made from white fabric written
from beginning with long process and also use natural
coloring in repeating process and expensive. The
competition between home industries also leads in
batik journey. The choices are complex and and
causing risk in the future. Instead of preserving
Gumelem batik, the fact is selling product non
original and causing pollution.
Giri Alam tried to answer this concern, by keeping
the oldest fashion in batik using malam scratch. They
also used natural coloring with objective to preserve
the nature just like their ancestor did. But it not meant
that they were anti mainstream, they also used the
opportunity to introduce Gumelem Batik through
traditional market in Lodra Jaya, district and national
event and also social media.
Giri Alam has used two methods in preserving
Batik, by:
1. Cultural experiences; by directly contact with
cultural experiences. Giri Alam opened to anyone to
learn and train to make batik. They also involved
youth in production process to presence love in
product that they own created and also build
awareness on culture since early ages. By
understanding and feel, it hopes will waken this
masterpieces is create with persistence and accuracy
not instant. The participants in training from
Elementary, Junior, Senior Schools and also special
need children school.
2. Culture knowledge; by giving information on
Batik that can be functioned in many forms. The
objective is too educated or for batik development
itself and also for tourism potency. Giri Alam did this
through several social media account or directly in
village tourism organization. So the young generation
can notice about Gumelem batik.
With both above ways meant that plays role in
preserving culture as national identity. It’s mention in
KBBI (KBBI.2014). Preservation came from word
preserve which meant stays as that not changing. The
word preservation meant the process or effort (Verb).
So meant the effort to kept something not changing as
it’s belong/usual.
In Gumelem batik dynamic, I try to use Lauer lens
on theory of cycle transformation (Lauer.1993),
where changing is something that repeating. Based on
this theory the form of social changing can’t be
control fully by anyone. In the life of community
there is cycle that must be follows. The rise or fall of
civilization can’t be circumvented, and not always
social change will give positive impact. This theory
as description of the man journey in the development
era, from beginning until end of life, they obtain. This

referred to Batik regeneration through times until
today where changing always cycles to era that they
have been experienced before, and facing cycles to
returned and form of cultural revitalization.
This idea in line with Durkheim, who initiate the
theory of structural functionalism where very
influence with biological thinking that stated
community as biological organism that come from
many organs that dependent each other so the
organism may kept alive. This approach objective is
to gain social orderliness. This theory considered that
all structure is functional to its community. Where if
group of community want to build its group, they will
observe what can be develop and kept existing, even
in preserving developing traditions and culture.
Because it’s always facing changing, humans always
adapted (Jones, 2003:32).
Today making batik at once also for build
Gumelem Village popularity as tourism village. At
least this writing confirm the cultural security in
Gumelem through Giri Alam Batik today have two
interest. First is to strengthening the value and
cultural wealth material products to increasing
economic status. Second is to strengthening for
building cultural village community as tourism
village with count on their noble cultural tradition.

4

CONCLUSIONS

This study empirically shows the anxiety on the
extinction of batik culture responded by Giri Alam
batik group by still rely on natural coloring batik. In
this research can draw few conclusion; first, Giri alam
batik attempted to regenerate batik with elaborating
all community groups (sharing). Second, with making
batik meant that participating in preserving culture as
Indonesian national identity. Besides that, form of
caring by preserved on what Gumelem already have,
with the objective to gain popularization as tourism
village at the same time. This research confirms that
cultural security in Gumelem in this era having two
interests. First, they strengthen again the value and
material cultural wealth product of Gumelem for
increasing
economic
existences.
Second,
strengthening for building cultural village community
by depend on their own noble culture. This research
can offer valuable contribution in the study of
changing the world through arts by way of Giri Alam
Batik Groups good practices in the middle of
globalization era and also in supporting government
policy on preserving local culture.
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