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Preface

This book is written to fulfill the need of referee book on ethnomusicology,
which contain resourceful information on how thenetmusicological studies should be
carried out based on the Asian sholastic perspeetnd its indigenous traditions. Asian
perspective has been acknowledged as a new posthumaanities field of study along
with its studies on cultural renaissance and woarapowerment.

The content of this book are of important refeemndor ethnomusicology
students, which particularly discussed the reseexgleriences conducted by the authors
based on the oriental point of view in cultivatitfte Indonesian traditional musical
heritages. For the past decade, while western ffirdthods and technical skill are remain
adopted deliberately, many Asian students wereeasingly interested in the study of
ethnomusicology, along with the enormous outconfi¢lsedr field researches.

Ganap as the Indonesian author will share hissiyaion on the east-west
cultural interaction that had come up with a newsital genre today with a rich and
incredible historical background. While the Javanesusic has attained the world’s
attention and acknowledgement in its classicaldgtech Ganap in the other hand will try
to open a discourse on some unknown islander ethogics from remote areas in the
eastern part of the Indonesian archipelago. De#gitenportant historical background,
the eastern part of Indonesia has suffered from uh®rtunated and unadequated
developments. Ganap also considered that the ezestef western-based Indonesian
national music has been a unique phenomena in @auadh traditional cultures, which
could have lived together harmoniously in the dsgcia the principle of co-existency
against any claim of identity from elsewhere, thafinitely worth to be studied.

Simeda as the Japanese author who had been toebidomany times, and
conducted his researches on some ethnics of Kaiamaand Lombok will share his
investigations from the Asian scholar’s point céwi

Hopefully this book will be of useful to help ging the ethnomusicology
students to create the awareness of their riclitivadl cultural heritages, that when time
has come they will treat their own traditional nwssiby an appropriate musical
behaviour, in a more emical methodology as thegenlbus researchers.

The authors expressed sincere thanks to DireetakiManpower, Directorate
General of Higher Education, Ministry of Nationadu€ation of the Republic of
Indonesia in providing fellowship for the Acadeniecharging Program in 2009, that
has enabled the authors to prepare the draft ®bthok. The authors also wish to express
special thanks to Osaka Kyoiku University in Japémm the approval to the
authors’proposal to undertake this project in Kasina campus, and kindly providing all
the necessary equipments, library and technicalittes. The authors’ thanks are due
equally to Institut Seni Indonesia Yogyakarta fbe tconcern and support, which has
been inspiring the authors to conduct this initeedlademic collaboration between
Indonesia and Japan.

Osaka, 4 December 2009



Introduction

Appropriation of Traditional Music
(Cases in Indonesia and Japan)

The study of ethnomusicology has been increaséudnaihe non-western world,
conducted by Asian indigenous researchers. It lpasiéive impact to the performance of
ethnomusicological studies within the academicituisbns in several Asian countries,
including Indonesia. Apart from the existing pragraf traditional Javanese, Balinese,
and Sundaneskarawitan musics, the ethnomusicology program has beeneaffer six
institutions, such as: (1) University of North Susra in Medan; (2) Indonesia Institute
of the Arts in Yogyakarta; (3) Indonesia Institofethe Arts in Surakarta; (4) Jakarta Arts
Institute; (5) Indonesia College of the Arts in Blang; and (6) Indonesia College of the
Arts in Padang Panjang, West Sumatera.

Despite limited references on ethnomusicologyhsuostitutions have managed to
develop their specific identities in the teachingtenial and learning process, based on
their own vision about how the ethnomusicology pang should be carried out. Some
institution considered ethnomusicology as equatedhbse of social sciences, which
implied the concept of university pattern, whil@et institution put it on a premise of the
nature of music as a creative vocational prograrneter the program aims to produce
ethnic music scholars, or composers of creativeietiusic has been the actual situation
prevailed in Indonesia.

Consequently, as part of higher education distgslj ethnomusicology program
has been also pressured for university degreeullicplemands, let alone the arbitrary
on designing ethnomusicology for undergraduate gradiuate programs. There is no
ideal concept as yet that may be able to transih@seniversity pattern of instruction into
a professional school without the expenses or liagube standard on each side. Every
institution seems to have their own discretion @slé¢fine the program based on their
respective historical background.

Such condition has been so far compromised aktwnesian richness materials
in ethnomusicology, however, the confusion betwdiberal arts and professional
orientation may have its negative impact to thepoutquality that neither general
scientific education, nor professional competenae be achieved. Moreover, lack of
reference books on ethnomusicology is another caingb empowering the program.

Ethnomusicology has been relatively a new subiglise of musicology that for
the first time entered Indonesian higher educatmt984, when The Ford Foundation
help support the establisment of Ethnomusicologyadeent at University of North
Sumatera (USU). The instructional methods and esuc®ntents were designed to the
western-based idealism, while some faculties werg & several overseas universities
to get Master's and Doctor’'s degrees. While thegmm is still running under the
university local budget since 1992, after eightrgesupport by The Ford Foundation,
Ethnomusicology department has managed to orgaaizeational symposium on
ethnomusicology in 2005 under sponsorship of Thel Feoundation. If the program at
USU had been maintained in fully Western conceptiba existing arts institutions, such
as ISI Yogyakarta and ISI Surakarta have estaldistseEthnomusicology departments



based on the concept of JavanEseawitan music. While the etnomusicology in ISI
Surakarta emphasized its teaching instruction noorehe field work technical know-
how, the similar department in ISI Yogyakarta reél@n producing the so-called ethnic
music new compositions, in combination with danod drama. Jakarta Arts Institute as
the private university belongs to Jakarta Provin€mvernment has developed its
ethnomusicology department from the dance anthogyol
In Indonesia, traditional musics are considereddifferent than the so-called

Karawitanmusic, which has its traditions in Javanese, Baéh&undanese court musics.
The study of Karawitan music was also offered at dints institution STSI in Padang
Panjang, West Sumatera. It is therefore, USU in &edNorth Sumatera which has no
tradition inKarawitan prefered to establish the traditional music progtander the name
ethnomusicology to distinguish it from Javanesdingae, and Sundanese musics.

While looking the cases in Japan, it seémbe taken for granted that economic
globalization has impoverished traditional musicflmpding local cultures with music
"products” distributed by multinational corporat®orthat are based in developed
countries. Indeed, we can find many examples dfitteamal music throughout the world
which have lost their vitality as the young generatoecame increasingly reluctant to
participate, because they were more attracteddosinially made music. It also seems,
especially to many of us musicologists, to be takergranted that traditional music in
every locale in the world should be preserved aathtained as part of the rich heritage
of humanity. Globalization can be, for musicologist big enemy to fight against.

Musical traditions, however, cannot resisirade forever -- it will come in one form
or another. For example, as | mentioned elsewh&iengda 1994, 2003, 2004),
traditional music activity among the minorities Bbrneo (Kalimantan Island) shows
evidence of change, especially in terms of its gqualitical function (or manipulation),
caused by the tradition bearers themselves. Althatgs invaluable to document and
preserve traditional music in archives and musetinese places cannot contain "living"
traditions because the life of the music is outssdeh facilities, among the people.
Moreover, whether or not we affirm Appadurai's laihat we are entering a "new
condition of neighborliness" brought about by neechnologies for travel and
documentation (1996:29), we must admit that mus&ing people throughout the world
are contacting -- and therefore influencing -- eattter more than ever before.

In this short essay, | would like to arguefamor of new possibilities for traditional
music that are emerging with internet technologyatuxally, this means | am
emphasizing the importance of taking a flexiblens&atoward "tradition.”

Generally, the creators of popular music apah are not eager to draw upon our
country's traditional music. (Perhaps this is alage in Vietnam, or perhaps not.)
Traditional music tends to be strictly separatedmfrpop music. To the younger
generation, traditional music is "uncool,"” "borihgsomething to be endured,” and
"drilled into us at school.”

For example, the tradition of lwami Kaguras tdifficulty finding successors, even
though it is still an exceptionally vital perforngirart in the lwami region (western part of
Shimane prefecture, Honsha island) and has maaldse-monb(those who are crazy
about playingkagurg. Yutaka Fukuoka, an Iwami-born composer and niaisitamous
for techno and ambient music, has appropriated somapr parts of the traditional
repertory into his composition (for example, Fukadk002). Despite the fact that his



work has already had an impact upon the l&egiuratradition bearers (due primarily to
his fame as a local boy who became a "nationwidesicmln), the majority of the
younger generation in lwami still show little ingst in theirkagura A similar situation
prevails for Okinawan music: although it is in axse the most exceptional traditional
music in Japan because it is occasionally appriggridn pop music, the majority of
young Okinawans are reluctant to play and listeih to

This kind of somewhat "underground dissemordti of music has become
increasingly common during the past decade or &0 Amerging is an international or
borderless cooperation among artists to createatiesiks. Because RU's CDs were cut
by a local independent label and therefore have bather difficult to get outside Japan,
the duo personally sent their tracks to friendsd(@ome artists who made their
acquaintance via the internet) in various countridseir newly released double album
(2004) contains some re-remixing of their trackstlyse far-flung recipients, most of
whom did not know anything about traditional Okirsawmusic before encountering RU.
Okinawanminyo (folk songs) have therefore been heard, appreutjeand remixed by
these new fans and colleagues.

The algorhythm of the MP3 format, or more corngdtiat of its sound data
compression, is patented by a German company, batsuhave analyzed it and
developed many useful freeware and shareware prsghbased on the algorithm. It is
one of the biggest reasons why all multinationakimuecord companies claim to be
endangered by MP3. By expanding copyright law andpeting intellectual property
rights, these companies are eagerly working toieéite all MP3 file exchange that is
free of charge, though it is uncertain if therdlyeia a correlation between the decline in
music CD sales and the increased use of file exgghan

Jon's comment goes beyond what | expected bebaugeedicts "the death of the
entertainment multinationals." Those corporatioasenprovided almost no benefits for
traditional forms of music, other than making apgpiation easier by producing
"invaluable” but ridiculously overpriced recordindsadmit that this is a benefit gained
from their large capitalization, but they have taka a big profit from the mainstream of
the entertainment sector in order to do such "mob recordings, which are surely less
profitable.

Concerning traditional music, appropriation caimatate not only the tradition
and its bearers but also outsiders who can be denesl bearers in a broader sense, as
shown by RU. Of course, there are many ethnomusicsts who are against the
sampling, remixing, or any other form of approprigttraditional music (for example,
Zemp 1996). But after traditional music has beaomed and/or videotaped and stored
in archives, who cares about the future of theniviradition? By its nature, music should
be played and listened to. Even if the sampledittoamél music sounds unauthentic or
unacceptable, it increases the possibility that thesic will be listened to. The
commercial success of such appropriation is anasseae.

Therefore, traditional music and its appropriatiwould benefit more from
"copyleft,” a term that represents a stance agamogtyrighting by multinationals,
meaning that the music is basically free of chaage open to be appropriated for
nonprofit music making, though not necessarily with being copyrighted. For
commercial purposes, one can justifiably ask fomey However, traditional music
should not be impounded and then sold exclusivelgig corporations.



Professional organizations such as the Vie&s® Institute for Musicology have
collected, stored, and published many audio/viseebrdings. Most ethnomusicologists
have their own libraries of personal recording®. b the majority of these recordings
are rarely listened to, it would be a great loss.

Seeger suggests many practical points basetli® experience as a Director of
Folkways Records (Seeger 1996). Based on his stiggeswould like to propose that
we put MP3 files of traditional music on our ownlwates, of course with the consent of
the performers and/or tradition bearers. By doiogasir dead storage can be brought to
life by anyone who is interested in hearing it. W&tes of professional organizations
such as the Vietnamese Institute for Musicology affer a substantial number of online
samples in order to prompt the growth of CD saldse advantage would outweigh the
risk of unnoticed and unpaid commercial use. Wioayal think of this idea?
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Chapter One
The Power of Cultural Interaction

Victor Ganap

Introduction

The historical background of most nations in SoasheAsia have been
periodically accredited to colonialism. Indonesidistory, for example, acclaimed the
three and half century of Dutch civil administratiwith its trading company under the
Dutch Indies Governor General in Batavia. During gecond World War in Southeast
Asia, the Indonesian people have also experiencethodern military authority
administration under the Japanese force for atbwaetand half years, before gaining the
independence in 1945.

However, the Indonesia’s history has been actdkllyered with the presence of
other forces, such as Portuguese, Spanish, anBritigh. It is not uncommon, during
that times, the cultural interaction may have ocmibetween the visitors and the local
indigenous people, that eventually led to the distalnent of unigue phenomenon. This
paper will, therefore, refer to the existence opaticular small community in Tugu
village within North Jakarta municipality, which dared themselves as the so-called
descendant of the Portuguese, with their hybritloailand typical folklore.

Historical Background

Portuguese sojourn in Southeast Asia, though ehigrtlived, however, has
determined the existence ofestizosand mardijkers people, where in Tugu village in
North Jakarta, they have been significantly ablentntain a survival through their own
cultural heritages. Meanwhile, Indo-Euro first encter is believed to have begun when
the Portuguese in 1513 came to Sunda Kelapa frotaKglaafter being seized by India
Goa-based Portuguese sailor, Afonso d’Albuquerditee visit was highlighted a decade
later when they engaged in spice trading with Snada kingdom of Pajajaran. Minor
settlement then has been emerged around the porsisted of handful Portuguese
sailors and traders, who by marriages with thellawdigenous women, subsequently
descended mestizacommunity.

After the fall of Hinduism Pajajaran kingdom byethew emerging Islamic force
from Demak, the Dutch sailors then in 1596 anchahedr boats in west coast of Java,
before establishing a trading company namely VO8atavia in 1602. When the Dutch
fleet took over control of the Portuguese strondgbah Malaka, India, and Sri Lanka, and
brought to Batavia some war-prisoners, they weréndfan Bengali and Coromandel
origins. They hold the Portuguese names, given Hgrr twhite god-parents, when
baptized as the Catholics. In Batavia, the Dutobated them as the slaves, and did not
allow them to worship in Catholicism. The Dutch nthpromised to free them from
slavery and instead will offer them a tax-exempt,condition with their agreement to
convert into Protestantism, the official Christignof the Dutch authority in Batavia. It
was for that reason, after they were being freedomformity to the conversion, the
Dutch then identified and called themraardijkers,which means free people.



In 1661 with a political back-up from thmestizocommunity in Batavia, the
Dutch has granted a land in the present Tugu arewith of Jakarta to some twenty
threemardijkersfamilies, who have been engaged in marital staitlsthe women from
Banda island, another former Portuguese port itesagrchipelago. It is therefore very
interesting to find-out the typical identificatioof mardijkers as the ancestor of the
present Tugu village people in North Jakarta, soha\a mixture of multi ethnic groups
under the framework of Portuguese sojourn in S@ghAsia.

A decade later in 1678, a Dutch minister, Melchieijdekker has voluntarily
settled down himself among tmeardijkerspeople in Tugu, where he had managed to
build a church overthere and translated the bile Malay, the first ever non-Western
language. Despite converted into Protestantiesardijkerspeople in Tugu retained their
Portuguese language, mixed with some Malay wotdd, ltas made the Dutch ministers
instead was forced to learn Portuguese, when gigagnon to them. However,
Portuguese language was reportedljngua-franca within Southeast Asian traders at
that time, and considered as a refined form of drahsmission among the Dutch
authority circle in Batavia.

Unfortunately, Leijdekker's church was later deged by fire during the
Batavia’'s “Chinese massacre” in 1740. Justinus KiacDutch landlord, under patronage
of the Dutch Governor General, then constructedramndugu church in 1747, where the
building largely followed the principles of eightéh century Dutch architecture. The
service was initially given in Portuguese, befdneyt began using Malay language in
1816. Tugu church lasts until today, and has becampmtected monument, declared by
the Jakarta Provincial Government. The church nisy be proud of its bell, stands in
the yard, suspended between two pillars dating ft880. It is a replica of the original
bell, as the latter is still kept carefully insittee church eversince cracks appeared in the
metal. Nevertheless, Tugu church has been oneeothitee important components for
Tugu people.

Portuguese Connection

The most important monument as the evidence ofPthtuguese presence in
Jakarta was a church building in the old Jakatta &i was built in 1693 by the mestizo
community, and calleBortugeesche Buitenkenwhere today it is known &3ereja Sion
under one congregation withereja Tugu Other historical Portuguese components can
be evidenced through the following items: (Heuk8@7:124)

1. A particular musical genre namekeroncongthat belonged to Tugu people,
where the ontological term &kroncongwas denoted to a tambourine percussion
instrument with its jingling metal discs, played $winging it together with the
guitar to accompany Iberian folkdances of prob&udguguese origin.

2. Some Portuguese vocabulary in mod@ahasa Indonesjasuch as,bantal
(cushion) fromavental; bendergflag) from bandeira; jendela(window) from
janela; gereja(church) fromigreja; keju (cheese) frongueijo; lemari(wardrobe)
from armario; meski(though) frommas que; nongvirgin) from dona; roda
(wheel) fromroda, terigu (wheat flour) fromtrigo; andtukar (exchange) from
trocar.

3. In Jakarta Kota, former downtown of Batavia citye tarea oflalan Roa Malaka
has temporarily become the compound of Portuguetkerment, where former



Malaka Portuguese Governor de Sousa Chichorro hadleed, after taken to
Batavia by the Dutch, along with other Portuguessopers from India and
Malaka.Roain Portuguese meaijean, or road.

4. In Taman Prasasti, Tanah Abang, Jakarta, liesotiné #13 belonged to Jonathan
Michielsz, amardijkerslandlord who died in 1833, where the remains Haaen
transferred from the compound of Portuguese chulmhathan was the grandson
of Titus Michielsz from Bengali, India, who died #¥88, and was the father of
Augustijn Michiels, one of the richest landlord eliged in Batavia, which also
considered as the lastardijkersat the turn of century.

5. A wooden board in which written the entire name#$oftuguese ministers, who
ever lived in Batavia, can be found in todagreja Immanuelacross Jakarta’s
Gambir railway station, formerly nameadillemskerk built in 1839 to honour
Dutch King Willem [, by a Dutch Indies architectha reportedly never been to
Europe. Pejambon area at the backWillemskerkwas anothemmardijkers
compound in Batavia, where they earned living frma business activity of
Pasar Gambir, a famous night bazaar in Bataviaaatiime.

6. A particular community in Tugu village, who haveebedescendant of the first
Tugu mardijkersdwellers in 1661. However, based on the explanatiosSamuel
Quiko, a senior Tugu musician today, they identiikemselves as follows:

For about three and half century, we as the Poesglnheritant are more and more
associated with other races and aborigines, likeuChinese, Ambonese, Manadonese,
Javanese, and Sundanese, etc. Our generation k@ “caestizo”, and we lived in a
social cultural environment that almost like oucient in Portugal. Thémestizo” yet
lived not only in Tugu district, but we also movta other area, as Penjaringan, Roa
Malaka, Kampung Bandan, Pejambon, etc. But evemyd&u we came together as
member of the Tugu church community until now. he past time, Kampung Tugu lies
isolated from the center of activity and this siioia promote the idea to create a music
instrument, made of wood from the environment. Tihigrument have the form of a
small guitar and gives a sound like ‘crong’, whea play on it. Because of this specific
sound we call this instrumetiteroncong’and from this thd&eroncongmusic was born.
Keroncongas one of the traditional music, growth and expantugu district in the year
1661, known ageal keroncong' Because this music was introduced by the Porague
generation, fortunately this kind of rhythmic musias much to be influenced by art of
the Portuguese themselves. At the time, the Dudsfe tried to renewekleroncongTugu
and thought that they could make influenced toofelithe Dutch culture. But Tugu’s
people stand in the breach for the artkefoncongmusic, which we believed it is
inherited as an ancient art that need to be pedeshd continued as our identity. In the
future developmentkeroncongmusic is believed as one of the binding elementhef
Tugu’s Portuguese community.

Tugu Folklore and Legacy

Tugu village community divided into two groupsgetimdigenous people who
originally descended from the first batchroérdijkerspeople, and the visitor from other
ethnic groups, particularly from the eastern arelgo, who later on settled down in
Tugu village. The area where Tugu people live yodas a 16.000 square land around
the main road of Jalan Gereja Tugu and the créé&lal Tugu, with population of only
about 42 families. There are eight major familie®ag Tugu village people, namely the
families of Abrahams, Andreas, Cornelis, MichieBalomons, Seymons, Quiko, and
Braune. Traditionally, Tugu village people were gma@s, fishermen, and very much
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alike to do the hunting activity. Time has changleat hardly possible for them to any
longer maintain their profession, and thereforenyr@among the Tugu indigenous people
then delivered their lands and migrated to othgiores and other countries as well.

The etimology of Tugu itself developed into thressions, firstly that Tugu in
Javanese means column or a sign post of borderevemother version derived from the
word por tugu esgor simplyPortugis. Thirdly, it was reported that the name of Tugu
has some connection in the past with a stone pisani, conical in shape and written in
Sanskrit, probably from the fourth century. Thenst¢éhat was found in Tugu is believed
to have been one of the seven inscriptions thatngeto Hinduism King Purnawarman,
who ruled most of Western Java area in the past.

Tugu indigenous people build their houses in Betsaiyle architecture, where
they called “kabaya” style, as it resembles thepshof Betawi woman traditional dress.
Betawi area is a close neighbourhood of Tugu \@éJaghere both people have been
living in mutual harmony, despite being differedfaith.

Tugu village people deliberately used to bury toheybof their families in their
own house compound, as they consider to keep nr@imgeclose relationship with their
loved ones, even after the death. Later on, tmaynimously agreed to have a particular
graveyard for a better environmental purpose, anchd-out a land next to the church
building as the best place for it. A limited sizetloe graveyard has made the tomb will
necessarily be renewed with another body of theemilies, and prevented the graveyard
from having an old tomb. Tugu village people h&®a custom to provide the fresh
burial of their families with a light at the tombrfthe next few weeks, in order not to let
the soul “get lost” in finding their appropriateapk.

In 1976, Michiels families, a respectable memidefugu community established
an association called IKBTlkatan Keluarga Besar Tugu)in order to preserve
unification of Tugu indigenous group from any impan increasingly people’s diversity
in Tugu village. Arnd Michiels was the foundingtiat of IKBT, where after he died in
1992, the community leadership regenerated to hisse son, Andre Michiels since
1996. As a young leader, Andre Michiels, only & thirties, shows his most concern in
developing Tugu village people to a better welfame] maintaining the survival of their
inherited cultures.Tugu village people are predamily Christian, and therefore, they
celebrate Christmas with carol singing and reaig®=tings in Portuguese sentence:

Bintisinko dia di December nos Sior dja bi mundiloré nos pekador Unga noti
di kinya fera assi klar koma di dia andju di nosrSiialegria

They also celebrate New Year with a traditioRabu-Rabuestival, right after
the New Year’s church service. During the festigabups of Tugu musicians, regardless
of their ages, are happily joining in the festiienaspheres to visit houses of elder
people to play music. It is the most appropriateetifor Tugu village people to maintain
fellowship among themselves. The songs are vaddddonesian folksongs, apart from
their own traditional songs, however, a Dutch st@gerald” has to be initially sung,
required as a “door-knocking”, before the host ope door, and welcome them with
few bottles of beer. Another occasion that folldRabu-Rabuis what they calledlandi-
Mandi festival, held a week after, in conjunction withetlend-session of New Year
celebration. All level of Tugu village people areolved in the festival, where they will
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put powder on each other face, as an expressiorsantiol of purifying themselves.
Mandi in Bahasa Indonesia means take a bath, and ttieafdsas some values for Tugu
village people to remind them the sense of hureanlar and heavenly life.

The most important element of Tugu village pede on thekeroncongmusic
that bequeathed to them by their ancestor. Poraggpatent okroncongmusic has been
acknowledged by the schol&eroncongmusic in general has some texture resemblance
with Javanese gamelan, and also quite familianécethnic group in eastern archipelago,
due to similarity of its genre to the Hawaiian nwusiHowever, Tuglkeroncongmusic
has a unique stylistic trait compared to othersemtthe standard of Tugukeroncong
musical genre has been patented and recorded ithiti'enth collection of UNESCO
World Music Serial in 1971. The authorised standdrdugu’s genre includes:

1. The instrumentation, added with two ukuleles, orendolin typed ofmacinas
and one tambourine, on top of tkeroncongensemble’s standard.

2. Ten corekeroncongmusicians at that time, mainly of Quiko and Midkie
families, with a septuagenarian lady crooner.

3. Their unique style of performance with its modeahd spontaneity, mainly to
demonstrate their incredible musicality, thoughuehkily lack of appropriate
technical instruction.

4. The ensemble’s selected repertoire, where somehDuitlies old love songs, such
as, “Schoon ver van jou, and “Oud Batavia” were added to the legendary
Portuguese old songllina Bobo”, “Moresco”, and“Cafrinho”.

5. Particular traditionabadariahshirt with batik motive long trousers uniform are
not the exception, mainly to demonstrate their ehess with local indigenous
Islamic Betawi people.

A leading Tugu musician, Jacobus Quiko had manadgedrganise a&eroncong
ensemble for UNESCO recording in 1971, while UNESCHitiative to archive Tugu
keroncong music has consequently given positive impact, astaating point to
renaissance the dying Moresco Toegesncongensemble, though in fact, they remain
lack of essential supporting environment at thaetiJacobus Quiko, instead of born and
raised in Tugu village, he and the family have bé&eimg for the past few years in
Jakarta city, returning to the village only on wee#ts. After he died in 1978, his younger
brother, Samuel Quiko proceeded to assemble thaimérg musicians, and established
his own group, namel@afrinho Tugu. The ensemble has gained popularity that aedup
them with a full monthly concert program, and ewaice being invited to perform in the
famous internationalong TongFestival in Holland in 1989. Samuel Quiko opens hi
ensemble to any musician to join in, while he agpanded the repertoire with some
popular songs, in order to accommodate market désadn terms of commercialism,
keroncongmusic today are facing a serious challenge frameromsical genres, such as,
rock-rhythm based modern popular songs.

Anotherkeroncongensemble established by IKBT aims to preserve thaditional
culture, and to serve the need of Tugu village [geap celebrating their feasts, annual
festivals, and the church weekly services. IKR&roncongensemble led by Andre
Michiels points out their main duty as guardianvafue, rather than a vehicle of show
business. However, another invitation from oversea#BT keroncongensemble to
also perform in Holland’s Tong Tong Festival in 89@part from the similar invitation
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in 1989 toCafrinho Tugukeroncongensemble led by Samuel Ouiko, indicates the Dutch
extraordinary attitude, and particular attentio tmu village people.

Indeed Tugu village people are proud of their Teburch, a preserved monument
under Monument Ordinance Decree 1931 No0.238, asigqed in Jakarta Provincial
Paper N0.60/1972 (Riyanto 1996:176-178). Four signils are standing out within the
Tugu church compound, where the fisrt two signbsarelveal the function of the
building as an active church with weekly ordinargrgce, where the other two
signboards warn the building as a preserved monumen

It is not uncommon for any Tugkeroncongensemble to participate in the church
liturgical order during Sunday service. If the argastruments were generally used to
accompany the church service elsewhere, Tugu chibweh has been blessed with the
orchestrakeroncongbeat accompaniment. Apparently, cultural interactivat occurred
between Tugu indigenous people with several etlgnaups within Tugu church’s
congregation, particularly those people who canmmmfrMaluku islands in eastern
archipelago, has obviously made a great impacuguVillage people dalily life.

Conclusion

Tugu village people, more or less, are a certamraunity with a hybrid culture,
a combination folklore genre between Western angd\Western civilization. They have
witnessed true ancient community of Indian, Africamd Malay origins, under the
framework of a shortlived Portuguese historicalosap in Southeast Asia. Later on,
Tugu village people have been long encountered thighDutch culture for more than
three centuries, which in the other hand, Tuguagél people were also unlikely freed
from any influences by the local Betawi Islamickiote. Lastly, under the existing
congregation of Tugu church, unified combinatiérs@urces with several ethnic groups
from the eastern archipelago, who came and setdl®dn in Tugu village, were
necessarily unavoidable.

Some scholars believed that all cultures are ablyunybrid to a certain degree,
and there is no such things as the pure culturanotinmixed people, that definitely
uninfluenced by outside cultures. In this respé&cigu village people may have been a
distinctive product of the encounter among varioul$ures, that has begun in 1661 or at
the turn of the second half of this millennium. Qoscholars also believed that whatever
Portuguese labels have been strictly indulged tguTullage people’s folklore, and they
retained their myths in Portuguese ancestry, howeneerms of religious and secular
aspects, Tugu village people have long time adogtedutch way of life, where a large
number of them may have even been Indo-Dutch filg.bir

Regardless of possible assumptions that hybriditks of high cultural value,
Tugu village people are merely Portuguese onlytbyistorical value, but definitely are
Indo-Dutch by their socio-culture. Tugu village péo could also be identified as the
descendant of Maluku islanders, considering tortoéher ancestry in Banda ethnic
group, which clearly reflected in their incredibteusicality. But above all, Tugu village
people have been much obviously influenced by doall Betawi Islamic folklore, in
terms of their traditional housing in Betawi arefotiure, their traditional dress in Betawi
sadariahcostume, their spoken language in Betawi dialatptain and daily form. All
of them are blended and mixed together to strucarencredible cultural synthesis, that
enable Tugu village people maintained their entredcculture and the entity of their
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community as a bastion of conservatism. Tugu gdlgeople’s phenomenon had
managed to resist any threat for more than thretudes, and show their strength today
to seize the opportunity in a global culture toeerthe new millennium. Nevertheless,
their entrenched culture in preserving the artkefoncongis believed as somewhat
paying tribute to their ancestor, where they hadnimously adopted a philosophy that
every born Tugu man, must b&eroncongmusician. It is, therefore, a final conclusion
of this paper that with those quality of spirit their mind, Tugu village people’s

commitment in treasuring their cultural legacy wiidoubtedly last forever.
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Chapter Two

What Makes People Affected?
Simeda Takasi

This is a preliminary report on the survey aadriout in Lombok island in
August, 1985, as a part of the project named RelkefirExchange Project of Osaka
University with the South Pacific Region.*1 Therpose of the surve was to get the
first-hand data concerning the relationship betwesemic expression and people
concerned with it.

As the objectives of the whole project saysitrue "for academic world that we
can learn something significant from those regiansyhich cultures and traditional
ways of living have been systematized and valuedua$ in their own terms and, at
present, face the ‘'moves of modernization' in digily similar but, in reality,
fundamentally different manners compared to the chdapan.”

As a matter of course, there is no communitizombok that is not involved in
the moves of modernization. It is expected, howetrat there are inevitable differences
of the state of modernization between a rathetdig and a rather remote village. So, |
chose two locations for the study: one is Semb&umbung, a village located at the
middle of the island, the other Mataram, the camfaNusa Tenggara Barat province,
near the west coast of the island. | would disheseafter, however, primarily on the
case of Sembalun, for the exploration at Matarawniy tentative one, and also for the
strong Balinese influences prevail in Mataram amelytshould be handled with much
care and scrutiny.*2

Sembalun Bumbung

All people at Sembalun Bumbung, except a fewegoment officials who are
from Java and Bali, are Sasak, as most peoplenmbbé& are. This village is situated on
the northeastern slope of Mt. Rinjani, the highasuntain (3726 meters above sea) in
the island. Situated at such high altitude, timate at Sembalun is not really torrid but
rather cool especially early in the morning ance lat night, though the midday sun
glows. On this high plateau, there are two vilggelatively near from each other: one
is Sembalun Bumbung and the other is Sembalun Lgwahe distance between them is
about 3 kilometers or 30 minutes' walk. The popotaof Bumbung is about 3000 while
that of Lawang is abut 4000. They grow rice mdsivbich they consume, and several
cash crops, the most dominant of which is garlithey keep some sorts of domestic
animals such as fowl and goat, too. All, at leastinally, of the population are
Muslims, and most of ceremonies and rituals suctvexding ceremonies and funerals,
are conducted with Islamic manner.

Historically speaking, however, until at leaS82Q's or 1930's, they had practiced
the so-calledvaktu teluor "three times" Islam*3 instead of the orthodaedvaktu lima
or "five times"). This set of Sasak concept retersiow often people pray a day. The
former indicates the syncretism of Islam and ind@mes Sasak religion. As Kraan
(1980:3) says, there were three different religigumupings among the Sasak: "the so-
called Bodhas*4, th&Vaktu-teluand theWaktu-lima" As has been the case with Java
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and Bali, Lombok has experienced a long historyHifdu-Buddhist influence. It was

not until the fifteenth century that Islam was ffiiatroduced to the island. In the
beginning, the shift to a new religion probably mhed little in practice, with a few new

institutions such as male circumcision and thelrak&ons at the end of the fasting month
added.

According to Cederroth, until approximately #med of last century, syncretism
was widespread and dominant on more or less the ésiland (Cederroth 1988:40). The
situation changed, however, when the Balinese cdtion since 1734 had ended in
1894 as the Dutch ousted the Balinese rajahs. tthdeDutch domination, many Sasak
accepted "orthodox Islam as a marker of identigmeathing which they could gather
around and which was truly Sasak, something whicddenthem differ from their
heretical suppressors, were they Hindu BalineseCaristian Dutch" (Cederroth
1988:40). Most villages on Lombok are said to adhe waktu lima(orthodox) Islam
today, while syncretism continues mainly in thethem parts of the island where can be
said to be comparatively isolated. Therefore, \@anot say simply that people at
Sembalun Bumbung believe in orthodox Islam, for $ieenbalun area is also remote and
isolated, as well as for the concept of "orthodosg®&ms to be ambiguous among them.

Music activities in Sembalun Bumbung

In Sembalun Bumbung, most music activities aoacerned with religious
ceremonies or official celebrations. During myystaSembalun, they had several events
with music, including a celebration and stage shpreseding and on the Independence
Day (August 17), a funeral, and a wedding.

Gendang beléq

We can find descriptions of music activitiesSambalun in Dutch literatures in
the early twentieth century, among which the oneGuyis (1936) is thorough. In his
article (220-226), Goris describes five sets of imusstr ments,gendang(kendang
belédb, all of which are said to still exist in SembalBumbung and Sembalun Lawang
today. This ensemble, literally meaning "big drusgems to play a central role in music
activities in Sembalun Bumbung.

Thegendang belégnsemble consists of twgendang beléga gendang kodéq
("small drum”), a gong, aonncér, two kelénang,two jamperang,and acopéq*6 The
gendang beléds a big double-headed drum of almost cylindrishépe, just like the
kendangin Bali. The body is painted with flower-ornam&ntThegendang kodéds a
smaller version ofjendang beléq These two kinds of drums are generally played by
bare hands, though thgendang belécare sometimes struck with a wooden stick
especially when used in processions. @begis just the same type as that of Bali. The
oncéris, in a sense, the most characteristic instrunoérthe ensemble.*7 This is a
smaller knobbed gong of very shallow shape, like hendaiof the lban people in
Sarawak, Borneo. These two kinds of gongs areeplayith a soft mallet and held
perpendicularly. Th&elénangs a set of two small gongkettles placed horizZibntan a
wooden frame somewhat like thenangin Java. This is struck with two wooden sticks
the head of which is wound around with cord, jhgt $ame as those of thenang. The
jamperangis a set of two cymbals with calf skin handlesheTopégis made up of four
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small cymbals fixed on a wooden frame, struck wother two small cymbals with
handles made of thread. This is almost the sartfeeaengcengdn Bali.

Although the ensemble "has lost partially its Jetu telg ritual function”
(Seebass et al. 1976:29), it is still used on maegasions. | witnessed the ensemble
performed at a wedding ceremony, a funeral, ando#itial ceremony of the
Independence Day held at the village plagadéng. On these occasions, except the
Independence ceremony, there accompanied rec#atainlontar, a palm*8 leaf
manuscript. The manuscript contains an old legand,suitable parts of it is selected for
the particular occasion.*9 The recitationloftar itself is calledtembang Most texts
are in Sasak, but there are some in Kawi (an oldnkse language).*10 The recitation,
especially during the funerals and burials, is agred as in order "to scare away the
evil spirits, who might otherwise create probleros the bewildered soul of the newly
buried [or dead] person. As long as the propegroenies have not been carried out, the
soul is frightened, homeless and vulnerable tcclkstdrom ill-willing spirits which are
thought to have their abodes in graveyards” (Cetlet988:60, n.16).

When the ensemble is played, the players refdérd names ajendingor tunes,
which are sometimes identical with the titles t®imbangto which the ensemble
accompanies, as among my recordings on tapes, #ner¢he titles otembang i.e.,
gending Durmagending Pangkyrand gending Sinom When it is played with the
tembang there exist, though not very strictly, correlatibetween them; the volume or
intensity of the sound by the ensemble reduceerabangis sung. The directions to
increase or decrease the intensity as well asdele@ate or decelerate are announced by
a gendang beléglrum player, who usually belongs to a relativepper caste than the
other players.*11

As the gendang belégdrum dominates most aspects of music in this way,
whether it accompanies thembangor not, there is parallelism of the playing fornrdan
the assignment of instruments with social status@imembers concerned. Tdendang
belégplays often syncopated rhythm patterns with varioiensity and tempo, usually
the basic beats being the same as that afdpégand thekelénang. Thegendang kodéq
supports the rhythm of thgendang belég Thecopéqcontinuously marks this rather fast
beat in accordance with tlgendang beléqg Two sets okelénang played by two players
in collaboration with each other, produce ratherpte melodic line with four notes. The
jamperangmarks the regular beat once in every four beatbe®topéq Thegongand
oncér mark the longer punctuation of time, once in evEyr or eight beats of the
jamperang These colotomic instruments are seldom playechéy of the upper rank.
Kamput

Another important and often performed music eride is kamput The
ensemble is comprised of two or mprérétandsuling acopéq,apetuk agendangand
a gong kaling*12 Theprérétis a double-reed aerophone, shawm, its slightlyiced
tube made oipil wood and bell ofnantongwood.*13 It has seven finger holes in front
and one behind. The regoe{ayahin Sasak) is made ¢dntar palmleaf. The little pipe
of a chicken's feather is stuck to the reed angaiiné¢ is wound round with thread. There
is a metal disk supporting the lips which has ahlo which the pipe with reed inserted.
The suling is a vertical flute with an external duct, the saas that found in Java and
Bali. Thepetukis a small gongkettle, like thieetukin Java but without any stand or
frame. It is struck with a same wooden stick asduwith thekelénang When it is
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played in stationary position, the player put thetiument on the ground and put his left
hand on the flat surface of it in order not to myegeate too long. Thgendangused in
this ensemble is different from tlgendang belé@nd thegendang kodégts size is in-
between these two kinds of drums. Tdwng kalingis, to our sense, not a "gong.” It
consists of two flat, thin metal keys hung over @oden box with strings, struck with a
mallet whose head is covered with cloth, the sasrba of thegong

The role of the idiophones and the membranophonéhe ensemble are similar
to the above-mentionagendang beléghe rhythmic aspect having little difference. eTh
melodic aspect and timbre, however, is quite diffiér because of the existence of two
kinds of aerophones. Tharérét and thesuling play melody in unison with partly
heterophonic manner, producing characteristic ghfma® of this ensemble. The players
refer to their repertoire witgending,some of which are identical with those played on
thegendang belégnsemble.

Other music activities

There are several other music activities in Semb&umbung. Though they have less
importance in the community than the above-mentiome ensembles, they are worth
noting because they show strong influence of treby, Balinese, or Javanese style.

One of such music activities is calleddat, a modern dance-drama with
Indonesian words. The dancers-actors/actressgsosinecite words while they dance
and/or act. The accompanied ensemble is made tpodifiol (a kind of necked box lute
played with a bow, two sizes in Sembalunpeating(or mandulin a kind of box zither),

a gendangplayed by bare hands,jedur (a shallow, single-headed drum, played with a
soft mallet), gpetuk and a copéq.*14

This ensemble produces somewhat different sgnénam other ensembles in
Sembalun, because it includes thel, pentingandjedur. The existence of thigiol and
pentingoffers foreigners' ears impression of a stronglgiAc-influenced music.

Another ensemble, callegbng gedgis the remnant of old Balinese gamelan. On
the occasion | attended, the ensemble consisted ggndang, @ong, a jamperang a
dodot and atrompong. The dodot is an idiophone with five metal keyalled gangsa
jongkokin Bali. It is played with a hammer the head diiet is made of horn of buffalo.
Thetrompongis made up of ten small gongkettles put on a lwngden frame in a row,
played by two or three players, all of them holdingllets in their both hands.

According to Seebass and others, this kind oémade is played in West Lombok
during the festivities customary to Balinese, bglog to the Indo-Malayan (Hindu-
Buddhistic) religion. The reported ensemble corganuch more instruments than the
one | met at Sembalun (Seebass et al. 1976:13) Seitbalun, however, there is no
implication of Hindu-Buddhism because people baigvthe Islam as mentioned above,
and the ensemble is played to accompany the makksok-drama callebpéng which
is also transmitted from Java and Bali.

What makes people affected?

As we have seen roughly above, music activitieSembalun contain many
elements with different origins. This is not a idweristic feature of Sembalun, but can
be found also in most of other regions in Indone#a the survey in Lombok is a short-
term one and many things to be clarified rest thecannot say anything definitely as a
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conclusion. | may have to mention, however, thg people react or respond to musical
events which may show some important aspects bégstperception.

Some musical events co-occur with religious tgusuch as funerals. And on
such occasions, people usually shed tears and @ may assume that nearly all
peoples in the world react like that when they ocomf the death of their kinsmen,
friends, neighbors, or, in some cases, even tleg & emperor. When we see the same
reaction to the same music performed on other amtsshowever, we cannot help
supposing the existence of some elements in omdrowusic which affect people and
make them do some patterned reaction or behavioAfmstrong 1971).

The Sasak people in Sembalun expressed deepwnsaith shedding tears and
crying when they listened to the soundgehdang beléquring the funeral. Its sound, or
music, is taken and treated quite seriously botthbyplayers and the audience. While it
was performed during the celebration of the Inddpece Day, though the atmosphere
was cheerful rather than sad, they took the musiseaiously as during the funeral, and
some old people even shed tears during the perfarea

We may assume that there are some kind of basjctavdeel and sensate the
organized (systematized) sound, which is insepgrabtrtwined with Sasak way of life
and thinking. Ingendang belégas well as irkamput,each instrument repeats some
sound patterns continuously, resulting the wholesimeontinues to repeat endlessly.
Some old people said that the repetition in musakes them feel the continuity and
lineality of their ancestors and descendants. ehisiy to their music, or the patterned
sound, they may perceive the temporal continuity asappearance of the patterned
sound as an "icon" (cf. Becker 1981) of their dasa®ntinuity from the past to the
future, or even of the reincarnation of their souls

This is just my working hypothesis, and the mdémnerough investigation is
needed to verify it. | cannot help suggesting, &osv, one fact which may be a
circumstantial evidence of the hypothesis. Ihes $ystem of Sasak kinship terms. They
refer their great-grandparents (i.e., three gemrsitago) adaloq (mamaqor ninaq is
added to distinguish the sex, the former for malé e latter for female). The same
term,baloqis used to refer their descendants in the thirtegion, great-grandchildren
(in this case, no sexual distinction is made). T$enmetry" of lineal kinship terms is
also found for the fourth and fifth generations faom the egq titiq, and tokér
respectively. As these generations seldom exighéegds lifetime, the individual
referred by one of these terms does not have @gtéal theega People may conceive
their consanguineous lineality not as lineal buttasular or repeated. If so, it is the
repetition in their music that makes them affected.

Notes

(1) During my stay in Lombok, so many friends amtleagues have contributed to the
survey in various ways that | will be unable to g3 the debt of gratitude | feel to them,
or to name them here. | would like to express mafigde to Dra. Sriyaningsih (Bidang

Kesenian, Dinas Pendidikan dan Kebudayaan, Matanahg helped me get the general
information on music of Lombok. She was kind erfotmendure tiresome interviewing

in my poor Indonesian with Sarawakan accent. Mgt fstep to get acquainted with

Sasak language was oriented by Drs. L. Jalaluddirald in Mataram, whose Sasak
Indonesian dictionary will be published soon. leslmuch to Mr. Rumedi, kepala desa
of Sembalun Bumbung, who understood my purposeenallly assisted my survey there.
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(2) I would like to discuss the case in Mataranewlsere, comparing it with Sembalun as
well as utilizing urban ethnomusicological viewpin

(3) As Kitamura maintains (1981\etu telu(or wettu tely is more adequate thavaktu
telu. Many literatures and some of the Sasak themseh@wvever, refer to it asaktu
telu. Wetu telumeans "three appearances” (of things). In thislar | use the term
"waktu teld and ‘wetu teld alternately, however random the use may seeneto®ee
also Leemann (1974).

(4) The Bodhas were said to have been the descendfthe people who fled into the
mountains in order to escape Islamization. Thaialscommunities could still be found
at the beginning of the twentieth century, livedhe northern mountain complex as well
as in a few villages in the southern mountain rgjefieKraan 1980).

(5) The orthography of the Sasak language emplbged is almost the same as that of
Indonesian. It is necessary, however, to distsiya glottal stop sound and a soft palate
stop sound in Sasak, though these are not distishgu (at least in its writing) in
Indonesian. Therefore, in this article, | usefog'the former sound, and "€’ is also used
to distinguish two vowels which the same “e’ syr#goin Indonesian.

(6) There are some variations of instrumentatiooraghe five sets found in Sembalun
as well as between the actually used one and thwlete set. This and following
description is based on the one actually playediratadhe Independence Day, though
some instruments not played at that time are irdudAll sets are comprised of nearly
the same kinds of instruments though there areréifices in number.

(7) Seebass and others reports that the similaengdnle with almost the same
instrumentation at Rembitan in southern Lombokaited oncér(Seebass et al. 1976:29-
34). They also states that the ensemble "is ngpstal for theWetu Telti (29).

(8) Palmyra palmBorassus flabellifera "Lontar" refers not only to the plant itself and
the papyrus made of its leaves, but also to sweep extracted from it.

(9) Cederroth reports that in Suren in northern hoky "an old man will read selected
parts from a palm leaf manuscript” the night befibre burial of the corpse is done, as
well as at the very night of the burial. She alstes that "these manuscripts are regarded
as family treasures and are kept in a special platiee centre of the house" (Cederroth
1988:43). | cannot affirm that it is performed wheéhey mourn at Sembalun, but
considering from the case on the burial | saw (WHmok place three months after the
death), it is presumably performed.

(10) There are some Indonesian versions performadadays. The performance,
however, is done with the Sasak text, directlystaied into the Indonesian on the spot.
(11) Generally speaking, there are four ranks assgs among the Sasak people, though
most people belong to the lower two ranks. "Thekrsystem of the Sasak is, like that of
Balinese, just a title system in substance. BetShsak system has very simple structure
in comparison with the Balinese one which has ratbemplicated title system"
(Kitamura 1988:112-113). In Sembalun, we can fndather firmly held rank system
than in some other villages. The system is supddid a certain extent by the existence
of tight patrilineal kin groups (cf. Kitamura 19826).

(12) Seebass and others recorded khmputwith slightly different format, i.e., with
prérét, suling, kendang, jeduishallow, single-headed drum), amihcik (copéq) at
Barajulat, middle Lombok (1976:43-45).

(23) Ipil, oripil ipil is Leucaena leucocephaldantongis not identified.
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(14) Seebass and others reports from West Lombuwkra different ensemble which
seemed to accompany rudat in former times. Themble is calledrebana, and
"contrary to the Javaneserbangconsisting of 4 tambourines beaten by hand, 1 drum
played with stickfincik and a big crowd of singers for performisgyalanor rudat, our
orchestra is purely instrumental and consists ohlgrums beaten with a stick (but these
not with cymbals as the tambourine) and aneik” (1976:24). "There is anothegbana
performing rudat at Tanjung [North Lombok] belonging td/aktu Limd (26). The
existence of a quite different type of ensembleoaqEanying theudat in Sembalun is
remarkable, not only as it may shows an Islamituérfce but also as it may be a clue to
estimate the cultural bias posed on music act&vibig religious peculiarity (i.e., whether
they believed inwaktu teluor waktu limalslam).
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Chapter Three

Folk Urban Musical Heritage

Victor Ganap

Indonesiankeroncongmusic has been acknowledged as urban popular music
since its first introduction as tres novain the eighteenth century Batavkeroncong
Asli is the standar#teroncongform today in Indonesia. Typical melody Bforescoas
the original form ofKKeroncong Asliwas characterized by its motive in half-tone
neighbouring note, as written by Manusama and Kushihe similarity in motive
between the two variants bforescois shown below.

A keroncongmusic group of Indies community in Batavia
(Manusama, 1919)

Moresco(excerpt) by Manusama (1919)
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Moresco(excerpt) by Kusbini (1935)
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It is not known what source used by Manusama irtivgithe notation of
Morescq while Kusbini himself admitted that his notatimas written based on the song
that he heard frequently sung Jdar Markt Festivalin Surabaya. Since Manusama’s
notation was the only written source dforescq it could have been transcripted by
Manusama himself from thMorescothat he used to hear in Batavia. However, the
original version oMorescoshould have come from Tugu village, before anoteesion
appreared and performed by the Indies groups iavisat
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It is important to notice that Da Franca in hisobalso copied Manusama’s
complete notation oMorescq but titled it asKrontjong “Tugu” with Morescoas the
subtitle. This could be an acknowledgment by Dan&aato the property rights of
Krontjong Toegoeon Moresco Meanwhile,Krontjong Toegoehas become an ‘art by
acculturation’, which was imitated and developedifgies communities in Batavia. Da
Franca showed his concern to the recovery of Poesg) elements iKrontjong Toegoe
after being spread beyond Tugu village. In factthat turn of the nineteenth century,
many new kinds okeronconghave been played by the Indies groups in Batavia.

The other kinds odirs novadeveloped in Batavia are as follows:

1. Proungaof Krontjong Bandanmusic by community of Bandaneira origins in
Batavia’'s Kampung Bandan village, that named by Bandaneiran inhabitants.
Krontjong Bandanwas considered as the first group keroncongensemble emerged
outside Tugwillage. However, closed relationship among the tiltages’ people had
been long encountered, in regards to their sinylani Bandaneiran ancestry. In general,
Bandan village community were fishermen, howevee &andaneiran named Meester
Cornelis-Senen known as one of the richest landlondBatavia, where the Jakarta
southern area of Jatinegara was named after hitmeft® was also one of the nine
indigenous families of Tugu village communifyroungais the Krontjong Bandais
standard repertory, similar thloresco and Cafrinho in Krontjong Toegogin which
Proungaopening melody has also a Moorish half-tone motiggghbouring note shown
below.

opening passage &rounga(Manusama,1919)
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The typical half-tone motive iMorescotranscription by Manusama and Kusbini, were
also found in the opening melody G&frinhg written asCafrinju, as anotheKrontjong
Toegoestandard repertory, where the melody has also simgarity with Bate Bate
Forta, another popular song in Tugu village with Porteggcristaotext.

opening passage @fafrinju (Da Franca, 1985)
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2. Krontjong Kemajorankeroncongmusic played by the Indies community in
Kemajoran area that considered as the kesbncongcentre in Batavia, established by
the Indies musicians. The songformkKiontjong Kemajoranwas a slight change from
Krontjong Toegoestyle, and considered as the prototype of the nedianKeroncong
Asli today. WhileKrontjong Kemajorans considered to have inspired frdfnontjong
Toegoe Kemajorankeroncongmusicians have played an important role in pojmitay
keroncongmusic in Batavia. They were believed to have essfully disseminated
keroncongmusic from Batavia to the big cities in Java. e following notation, the
opening melody oKrontjong Kemajorarhas also some Moorish half-tone motive.
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opening passage &irontjong Kemajoran
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While keroncongmusic had been increasingly accepted by the Batatian community,
its popularity, however, had a negative impactia society where they labelled them as
keroncongcrocodile. The term is believed to have come fiammindies musical group
namelyDe Krokodilenalso in Kemajoran, performed as wandering musscigith their
exotic appearances that caused social unrest. Wigecrocodiles troupes pass-by the
people had to avoid them by shutting the windowgravent their daughters from crazily
come out to cheer and follow them. The crocodilesicians’ typical costum was batik
designed payamas pants, with a beret on top amfdasoand the neck. It is not surprising
when keroncongmusic then has become part of urban night lif@atavia, and might
have related as well with the social unlawful andhmal cases. Brandts-Buys reported
that the Dutch authority had ever banned kkeoncongmusic in a city of Java. Most
probably Brandts-Buys refers to Bandung city, as@essive action in maintaining the
beauty and safety of thHearijs van Javaonce a nickname of Bandung.

3.Krontjong Lief Javaby localmuziek vereeningin@rchestra) musicians, as part
of the Mooi Indie (Beautiful Indie), an artistic movement promoteg the European
painters in BataviaLief Javawas established in 1918 by Suwardi and Abdullalt, b
attained popularity only after 1930s with severaied singers, such as Annie Landouw,
Louis Koch, and Leo Spel. Annie was born in 191%olo origin before she become the
adopted daughter of Ferdinand Roland Landouw. lisatbted eyes dseroncongsinger
did not prevent her from achieving the first pnzel927Fandel Concour&eroncongin
Surakarta, where afterwards Annie has some costrmt recording with Decca,
Columbia, and regularly broadcasted NfyROM (Nederlandsch Indische Radio Omroep
Maatschappij in Bandung. Annie died in 1978 after her longvgar in bringing up the
popularity of keroncongmusic.

In 1936, Indonesian noted composer Ismail Marzwis also joining the
ensemble led by Hugo Dumas together with otherrhG6icians. Marzuki composed an
Indies popular sonBe Orchiedeeien Bloeigforchid flower blossoms), in the Romantic-
based idealism. The opening melodic line of thegsalso includes the following half-
tone motive.

opening passage Bfe Orchiedeeien Bloeidny Marzuki
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Als de orchiedeeien bloeien,  dan denk ik tevag jou

After the independence, Marzuki translated théstéxto Indonesian and known
as Bila Anggrek Mulai Berbungaln 1988 the song was declared as the ASEAN
(Association of South East Asian Nations) Orchidngo where Marzuki was
posthumously awarded the prize from the Indoneg@aernment, apart from the earlier
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WijayakusumaPrize in honour to his contribution in composingntreds of national
patriotic songs. Ismail Marzuki has also been dadit to the name of The Jakarta Arts
Centre established in 1968.

4.Komedi Stambulas a kind of Indies drama comedy based on Tutkismes.
The termStambulis believed to have taken from the Turkish capitg} Istanbul, while
its repertories consisted of love stories withia Turkish courts, such &jafaat Toerkj
or Dardanellg produced with parodial text and other improviselgments. The need of
accompanying musical pieces for the drama was e@ason to the spread ddferoncong
music from Batavia to Surabaja in East Java, whiegedrama was first established. The
Stambulartists mainly were the all-round musicians, whoudti be able to sing, dance,
and act as comedian as well, accompanied by améhseof guitar, violin, flute and
percussion, sometimes included the piano. $teenbulperformance, five to six modified
Portuguese melodies were played, either as théueeparodial text accompaniment, or
the entr'acte All the melodies were without title, except itamber of scenes, such as
Stambul Ifor scene I,Stambul llIfor scene Il, and so on. However, all those mekdie
were quite familiar because the drama used to {hlesn repeatedly. WhebDardanella
group was established in Batavia in 1917, the feurwdas an Indo-Chinese legendary
musician Tan Tjeng Bok, keeroncongcrocodile and long liv&tambulactor. He started
his career in Bandung joined tmldfischenrensemble, where its musicians were mostly
of Indo-Chinese origins. Tan Tjeng Bok with hiskmame as Pak Item has been awarded
a first prize in Fandel ConcursKeroncongin Bandung. Though the drama had
disappeared long before the independence, Steenbul songs remain alived, and
considered as one of theronconggenres today, either as a Manado seredadieani
Keke from the melody of Portugues¢aja Luzfolk tune, or a Maluku folksongole-
Kole, or as a Betawdali-Jali, with its typical two bars passage is sung firstobe the
accompaniment enters in the fourth harmddtambulis also played as an instrumental
pieces, derived from the pasitr'acteof the drama comedy.

5. Western Langganthe 1920s Western-baskntjong beaimusic as a popular
ballrooms entertainment, where the music was aurexof keronconghawaiian in Tin
Pan Alley theatrical style performed by the Batawiasicians of East Indonesia origins
that attained gelijkgesteld (maestro) status amongst the Indies community. The
orchestration of the ensemble included strings, dwods, brass and percussion
sections, with additional hawaiian steel guitard @mno played by Nick Mamabhit, with
other Maluku and Manado musicians Tjok (George)Fdetes, Boetje Pesolima, Hein
Turangan, Jacob Sigarlaki, Etto Latumeten, and Hiisu. The entry of hawaiian steel
guitar intokeroncongs believed to have influenced from the sétayvaiian Butterflyby
Billy Baskette and Joseph P Santly that was algulao in the East Indies at that time.
Meanwhile, Wage Rudolf Supratman, composerirafonesia Rayathe Indonesian
national anthem with his jazz bar®lack and Whitealso used to perform Western
langgam aKazerneballroom in Makassar, together with his counter@iloni and his
Concordia Respavae Crescubtchestra at th8ocieteit Harmonidallroom in Bandung.
However, the national spirit in him kept his redaship with the patriotic group for the
independence.

IndonesianKeroncongMusic

It was not until the twentieth century, befde@roncongmusic was spread out

from Batavia to other cities in Java that led te @stablishment dferoncongmusic
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centers in Bandung, Semarang, Yogyakarta, Surakard Surabaya. After radio
broadcast was on air for the first time in 19R&foncongmusic was more frequently
heard, and th&eroncongcompetition has been held time to time un#&roncong
Fandel Concourgprogram since 1920s. The appearanckeodncongmusic on the radio
has helped recovederoncongmusic from its negative impact in the society,nirthe
music of wandering musicians on the street to dte ghusic of Batavia urban
community.

In 1930s there were not less than sekenoncongensembles in Batavia, namely
(1) De Golden Sinaensemble directed by Koei Tjien Kie or Bah Matjé2);Sinar Bulan
ensemble directed by Abdulmuthalib, who later @stablished (3Aromaensemble; (4)
Puspa Kemalaensemble directed by Husin Kasimun; (Gef Souvenierensemble
directed by Abdul Karim; (6. Sagiensemble directed by M. Sagi himself; and (7)
Satria ensemble directed by Sukirman. Another keroncowogattile from Aceh but of
Maluku origin named Bram Titaley began his careeBatavia 1922, where he joined
Jong Javaensemble, and won tik@ndel Concour&eroncong together with th&ezang
Concoursbefore he is recorded by His Master’s Voice. Befbe died in 1978, Bram
was joiningHawaiian Seniorgnsemble directed by then the national policef geaeral
Hoegeng, which regularly appeared on the natiaglalision TVRI from 1967 to 1978.

The initial broadcasting déeroncongmusic in the radio owned by the orientalist
group during the East Indies time had also creatembntroversial in the society, as
written in journalKritiek en Opbouwpublished in Bandung in 1941. A debate arose from
Ali Boediardjo’s article, who considered tHatroncongmusic is not appropriate on the
radio, because the music is a mixture of unknovemehts, a wild music, which loved
only by the low class people, and too romantictsneixpression. Armijn Pane gave his
comment by arguing thdteroncongmusic instead has a potential to become future
Indonesian music, due to its materials that remtesethe diversity of Indonesia itself.
The debate was concluded by Resink, a Dutch schuabar wrote that radio has an
incredible impact on popularising all kind of musiavhere the listeners will gradually
not feel alien to them. He was referring to the imo$ Bach, or Beethoven that had been
accepted by all the Europeans, and surely in therduwill be familiar amongst the
Indonesians too.

Nonetheless, the debate keroncongat that time had been part of a larger scale
political controversy amongst the Indonesian saisolia 1930s, discussed on what form
of nationality will be suitable for the future Indesian state. The traditionalist group led
by Ki Hadjar Dewantara, founder of Taman Siswa stlod education believed that the
nationality of Indonesia should be built on theues of local multi-ethnics traditions,
while the nationalist group led by Sutan Takdir sfdhbana adopted the ultra-
nationalism, in which the nationality of Indonestaould be a totally new reconstruction
from the ruins of local cultures, and should beeblasn the historical discontinuities. The
majority of traditionalist group played a signifitarole in bringing Ki Hadjar’s idea to
win the battle, where his famous jargomwuri handayania Javanese philosophy for the
educators “to lead from behind”, was later adopasdthe foundation of Indonesian
national education.

Back to thekeronconghistory, needless to say that the Javanese acceptan
keroncongwas the key factor in developikgroncongmusic as the Indonesian music.
Process of Indonesianization kdroncongmusic was pioneered by the notegfoncong
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composer Kusbini from Jogja, who admitted for tinst time in 1924 heard tHdoresco
from the Kroncong Concoursat Jaar Markt Festivalin Surabaya. Most probably the
Morescowas from the variant of Manusama’s transcriptiori®19, but no information
so far about it. Later in 1933, together with Abddhland Kusbandi, Kusbini began to
transcript theMorescointo a new da capoform of Keroncong Aslilasts for 28 bars in
tempoandante

In 1935 Kusbini for the first time sang his vatiaf Morescobroadcasted by
NIROMin Surabaya. Kusbini'Morescoin the form ofkKeroncong Aslivas an important
step towards the recognition &kroncongmusic as the national song, where it is
considered today as the standardized forkeodncong It's a classicakeroncongdue to
its durchkomponierform and skillful demand for violin and flute sext in improvising
the introduction, interlude, and counter melodywhich the singers balanced it with
coracdo (from the heart) expression in improvising the odgl with glissandoand
gruppetto styles up to itsrubato tempo in ad libitum The accompaniment is
characterized with a particular rhythmic patterrayeld by cellopizzicato in the
keroncongensemble, together with the violin, flute, guitakulele, banjo, and bass
pizzicato

The Javanese gamelan style can be heard as t&jl®kendanganor rhythmic
driver equal tokendangas leader instrument in the gamelan, while thes pazicato
more or less equal gong A keroncongensemble needs no percussion section, as cello
plays the rhythmickendangan Since Kusbini wroteMoresco as a prototype of
Keroncong Aslimany repertories déeroncongsongs up to now such ds€i,. Sapu Lidi,
Kr. Tanah Airku, Kr. Pemuda-Pemudi, Kr. Irama Malamere composed in the same
way. There is a strong commonground amongk#rencongmusicians today to consider
Keroncong Aslas a purely Indonesian music, without taking afgnence from the past

Another important form okeroncongs calledLanggam Keroncongdout its birth
had a different background from tlkeroncong Asli During the Japanese occupation,
keroncongmusic has ever been banned Kgimin Bunka Shidosh{eople’s cultural
agency), due to its servility or puppy love atma=eh and tearful text expressed by the
crank musicians. Th&eroncongswere accused of driving a low-spirited mentality
toward the people, that not in conformity with thegpanese militancy. However, when a
strophic song form was introduced by Gesang, anolihdonesian notedkeroncong
composer from Solo through his famous s&®mngawan Solothe text has somewhat a
more pastoral quality depicted a legendary rivedava. Its strophic form may have
derived from the Javanese traditional poetryrafcapat but Gesang admitted that he
composedBengawan Soldor the first time in 1940, in search of a new nfioiof
keroncong He named itanggamas suggested by the chief of Solo radio broadcast.
However, soon after that, Gesang also composed b#mggam Keronconguch as,
Jembatan Merah, Rangkaian Melatand Saputangan love-songs packed in the
patriotical frame. The Japanese authority was pkbasith the new atmosphere of
keroncong,with its pastorale and patriotic breathes, instefathe past servility content.
Keimin Bunka Shidoshthen reopened thiéeroncong Concoursin 1944 held bySolo
H6s6 Kyokuradio broadcast. The popularity 8engawan Solamong the Japanese
troops in Java, has made the song later was afmdgran Japan after the war. Gesang’'s
name is known by the Japanese old generation, wigehas also been invited to Japan as
they wanted to see the aging composer by persosar@ealso appeared on Japan’s
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television programme to sigengawan Solan its genuine style, which has been long
expected by the Japanese audiences. Nonethelgssy@aof Gesang fans in Japan had
successfully managed to make it possible for Gesaggt some royalties concerning his
song property rights.

Many repertories ofanggam Keronconpave been composed, and gave way to
the birth of the Javanesgnggampioneered by Anjar Any with his famous soYign ing
Tawang ana LintangIn Indonesia todayanggam Keroncongdjves side by side with
Keroncong Asliand supported by the old and young generationls thitir legendary
singers, such as Waldjinah for the old generatiowl, Sundari Sukoco for the youngsters.
Keroncongmusic is still alive due to the fact that aftee independenc&adio Republic
Indonesiahas been organizing the ann@&roncong Radio StaCompetitionsince 1951.
The keroncongfestival was also organized by The Jakarta Artst€emot to mention
many otheikeroncongevents held in major cities in Indonesia. Receintlilay 2007, a
tribute to Gesang was broadcasted by Jakarta MBdfevision showing the latest
condition of the aging maestro in his Solo resiggndhere he expressed an appeal to the
Indonesian young generation not to ketroncongdied. A group ofkrontjong Toegoe
ensemble that also participated in the televisimg@amme led by Andre Juan Michiels
with his Tugukeroncongmusicians respond the maestro spontaneously.

Postlude

The birth ofkeroncongmusic in Indonesia had a multi-cultural backgroumé
wider spectrum of the world history, that has begunen the Portuguese sailors
embarked on their voyages to the East, throughhSédfitica, Arab peninsula, Goa,
Malacca, and Maluku in search of spice. They calfb managed to introduce their
culture in terms oMorescoandCafrinho musics and dances. The musics are played with
cavaquinhoguitar that has been taken along in the journeyytduts handy size. First to
Morocco, in 1582 through Madeira which was narejuinhg as the guitar originally
came from Braga district in Portugal. In Brazilwlas namedmachette as used to
accompanying the local immigrant Portuguese darwebe in Carribean Islands it was
calledcuatro, due to its four course of strings. Portugueseaguvaquinhois believed
to have reached as far as Hawaii and Polynesiarewtine local people named it as
ukelele literally ‘jumping fingers’, named from the wagvaquinhas being played.

The popularity of its Hawaiian term agulelegives a clue thatavaquinhohas
taken along through Oceania and Polynesia befaehneg the other parts of the world,
including Maluku Islands and Tugu village arouné seventeenth century. It was not
until the twentieth century, whepavaquinhorevived in Portugal after long time
disappeared, while it went through another directm gain a worldwide recognition as
ukulele

The Indonesian term itself may have come eitl@nfthe onomatopoeicrong’,
the typical sound ofkroncongto which it was named, or from an etymological Bam
drawn fromkrincing rebana,a jingling tambourine, as an accompanying ensertble
Morescodances. Craftmanship d&roncongwas owned by Tugu guitar makers, and
produced in three typed of five string guitars wdliferent sizes, namelprounga
macina,andjitera. The entire instruments had a larger middle staaliedbordang and
played together in the ensemble. In later developmBugu village guitar makers had
modified thekronconginto cuk (first ukulele or four stringjitera), cak (secondukulele
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or three stringoroungg, and the five stringnacinaas an adaptation from mandolin with
its ethnic quality.

The notation oMorescoin Indonesia was for the first time written by Mesama
in his book published in Batavia in 1919. Its nmiatmight have been transcripted from
the melody that was frequently sungksroncongmusicians. Manusama’s transcription
lasts for 16 bars inmoderato con amoredevided into two variants with two
introductions. Manusama’s melody was endorsed bypmia Pinto Da Franca in 1970,
where he retitled it akrontjong “Tugu”, meant the song belongs to Tugu musicians. By
all accounts,Morescohad been the key element in investigating theugodse musical
legacyin the Indonesiakeroncongmusic. Undoubtedly that Tugtdllage musicians with
their stylistic traits oKrontjong Toegoéiad played an important role in carrying out the
history ofkeroncongn Indonesia.

UNESCO repertory reflect&rontjong Toegos musical genre as the style of
accompaniment, typical of the sixteenth centltgrescoin accompanying the dance.
That is why,Krontjong Toegoehas a vast repertories as it used to accompany man
different multi-lingual songs. Thougkeroncong Asliform that introduced by Kusbini
through his Morescois believed to have developed frdfnontjong Toegoghowever,
Keroncong Asliis quite different fronKrontjong Toegoen terms of: (1) solo singing
against group singing ifKrontjong Toegog (2) through-composed form in 28 bars
against quatrain form; (3) instrumental introductioterlude against full
accompaniment; (4roracao (from the heart) expression against strict rhytbeat
expression; (5) notated score in singing agamsgtovised singing; and (6) polyphonic
texture against monodic textuteonically, asMorescohas been the standard repertory of
Keroncong Asltoday, the existindgirontjong Toegoensembles never play tMoresco
anymore in their performance.

Keroncong Asliwas a more classic&kroncongform, derived from the style of
Javanese gamelan in terms of: (1) its song formancapoaria; (2) replacement of
Javaneseebabandsuling as melodic carrier by violin and flute; (3) adajta of banyu
mili (running water) style ofambanginstrument playing in @ontinuoguitar playing;
(4) introduction and interlude are improvised, wiih anycodain masculine ending; (5)
rhythmic riff motive played byukulele (6) rhythmic pattern by cellgizzicato in
imitating the Javanedeendangarplaying; and (7) bagsizzicatoin imitating the repeated
gonganplaying.

While the Javanesgamelanhas influencederoncong Asli Javanesenacapat
poetry has led to a stropHianggam Keronconmtroduced by Gesang. The singing style
of keroncongwith Javanese elements usually perform beyondwitigien notation in
terms of: (1)cengkok the ornamented melodic lines fraglissandoand gruppettoto the
unintonated tones; (2)ggandu) a tempo in style of singing to delay the lastseeirom
the accompanying music, in conformity with the girg heart feeling; (3) nasal voice in
the Islamic Moorish way of singing to prevent thi@male singers from widely opening
the mouth; (4) stereotyped in improvised singkegoncongwhere its repetition will
never be the same.

The following semiological tripartition schema Nattiez shows the dialetic
between E (perception) and P (creation) in the chs&ontjong Toegoeand Morescq
not only to make a distinction between poiétio and the E €sthesiy, but also to link
them diachronically. The schema also shows Koantjong Toegogooietics integrates a
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perceptive stance towamdorescodance and Portuguesado music, howKeroncong
Asli in turn is the heir oKrontjong Toegog nonetheless, a certalkeroncong Asli
musicians understanding bforescq and Javanese traditiorgamelanmusic as well.

The cultural interaction between the Islamic Maod the European in the past,
was amalgamated, among others,Moresco Portuguese music. During the fifteenth
century voyages of Portuguese sailors to the Bdstiesco Portuguese was also
introduced in Africa, India, Oceania, Malacca, Maluand particularly in Tugu village
asKrontjong Toegoewhere the interaction with the Dutch, Chinesel Betawi cultures
were unavoidableKrontjong Toegoealeveloped intdkroncongmusic of the eighteenth
century Batavia. From Batavikeroncongmusic was spread throughout the archipelago
that has become the Indoneskamoncongmusic.

The Semiological Tripartition of Keroncong Music
(Ganap, 2006 quoted Nattiez, 1990)

tarian Moresco

Fado Portugis

Krontjong Toegoe

Keroncong Asli

The existing Indonesiakeroncongmusic is believed to have come from Portugal
based on the historical facts that: (1) Portugulese ever come to the Indonesian
archipelago; (2) Indonesid®eroncongguitar had been an adaptation from the Portuguese
cavaquinhg (3) Moresco Portugueses known in Indonesia today as a standard of
Keroncong Aslisong; (4) therubato singing performed by the Indonesi&aroncong
singer today is obviously adopted frozoracdo expression in old traditional way of
Moorish singing in the Portuguese courts..

Eventually, in global contexkeroncongas the Indonesian national music might
have a future prospect due to: (1) its durabilitgtthas been tested for centuries; (2) its
uniqueness as multicultural and multilingual mugg); its flexibility to adopt the local
colors; (4) its revitalized forms to accomodate tharket demand; (5) its quality as the
most suitable entertainment for the old generatibias will always give support to the
music; and (6) its transcriptions into orchestral form part of the world music
repertories. Undoubtedly the jingling strains kefroncongmusic with its uniqueness,
adaptability, assimilative character and historiedévance, can be heard well into the
future.
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Chapter Four
Singing as an Oral Tradition

Simeda Takasi

In this short essay, | would like to discuss thatter of oral tradition and its
future in central Borneo (Kalimantan), especialtg tcase of the Penan*2 people. As
among the other ethnic groups in central Bornee,Renan have a rich oral tradition
including songs and chants. However, the tradittoochanging very quickly now and
some of it may die out in the near future.

In the present situation, which is not confiredBorneo but may be found all
through the world, it is often said that ethnomakagists should "rescue” or "help people
preserve" their traditions, but the reason for doso is never clearly stated. Before
accepting this notion, we should examine the conoépradition as well as the task of
ethnomusicology. In order to do so, believing ttiet methodology of ethnography is
still effective, | will give brief data on the Paman Sarawak and East Kalimantan, and
then discuss the above-mentioned problems refetoitigpse data.

Penan in Central Borneo(see Map 1 and 2)

My fieldwork among the Penan people in Sarawaklaytsa was done in 1983,
1984, 1988-9 and 1990. During my stay in Yogyakat a dosen tamu at Institut Seni
Indonesia this past academic year (1993-4), |Higisfieldwork mainly on the so-called
nomadic peoples in East Kalimantan Province, Indian3

In Sarawak, | stayed mostly with the Penan BetaghPenan Gang people living
at Long Urun and Long Ketuet on the upper reacthefBelaga river, a tributary of the
Rejang (Baluy). They were nominally sedentarizethe 1970s but, in fact, there were
always a few families absent from their "permanesiifages at any given time. Each
family would stay in the jungle to hunt animals aadollect and process wild sago (their
staple food)*4 for a couple of weeks at a time,reas recently as 1988. They are also
said to have begun cultivating hill rice in the @87 but | observed that they had
consumed all their annual rice crop by June 19&4bgnMay 1988. This means that 3 or
4 months after the harvest, there was no riceair thilages.

In 1988, the relatives who lived closest to thesrevon the Liang, a tributary of
the Seping which is a tributary of the Baluy. Tlace is about 2 to 3 days' walk from
Long Urun. This group emigrated to the Belaga drem Long Jigik on the Seping
about 35 years ago, and then came back to the gepa in the mid-1970s. During my
stay, there were only 15 persons (3 families) atvilage, the rest (about 80 souls) being
in the jungle. This group seemed to be betterrlu# cultivators than the group on the
Belaga, but they said they were lacking rice ak/ear June 1988.

This situation seems to be similar to that of Beman (Punan) Benaluy in Long
Pujungan Sub-district, whose language is the santlkeeaabove-mentioned Penan people
in Sarawak.*5 They were said to have been sedeathmlat Long Belaka and Long
Benaq on the Lurah river, a tributary of the Bakduen | visited them at Long Belaka in
July 1994. Local government officials and policensaid that they were asked to settle
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at Long Peliran on the Bahau in the 1970s. Ind#exy, tried to do so, but after a couple
of years, they began to scatter into the jungle.

At Long Belaka, about 2 to 3 hours' trip from LoRgliran by boat with 5hp
engine, a primary school was founded in 1981. d&tswe two Penan houses made of
planks near the school. One of them belongs twitfege chief (kepala desa), but only
his wife and family were present when | visitedheTchief was said to be at his hut near
the swidden field about one hour's walk from thieost, but actually he was not there,
having gone hunting with his companions a few deadier. At several temporary huts
near the field, some forty persons including cleidwere present. More than a half of
the field had been cleared (ready to burn) but thag nothing to eat except some
vegetables and fruits at that time.

These two groups, the Penan in Sarawak and th@enR@unan) Benaluy in East
Kalimantan, share the same cultural traits sudarsguage, usage of the so-called "death-
name",*6 daily activities, classificatory knowledgé plants and animals, and so on.
Present members of both groups, however, do notvkalmout each other's existence
across the mountain range that is the internatiboeder lying between their territories.
Integrating the stories | was told by the PenaBanawak and Long Belaka with articles
concerning the history of the Kenyah people (wheothe closest swiddeners to the Penan
Belaga and Benaluy), we may reconstruct their niiigmgprocess as follows:

Their original place is obscure, but they werel daihave lived in the Usun Apau
plateau (the upper Belaga, Seping and Peliran baskapit Division and the upper
Tinjar and Silat basin in Miri Division, Sarawak) the 18th century. In this area, there
were Kenyah groups including the Kenyah Badeng &8gil When a part of the Kenyah
Badeng moved eastward to the headwaters of the*fwand the Pujungan (Walchren
1907: 784, 819-20), some of the Penan followednthere the Kenyah moved to the
Apau Kayan area (the headwaters of the Kayan, Kabatu Sub-district, East
Kalimantan), an event which seems to have takerte@atween 1820 and 1850 (Whittier
1973: 24). Some of the other Penan migrated t@B#iay and the Baram (cf. Needham
1972:177).*8

If this reconstruction is not far from what actyadhappened, the Penan Belaga
and Benaluy people seem to have been separateceromother for 150 years or so. If
so, their cultural similarity and coherence (inchgltheir songs and vocal expression) is
surprising, for those who are in Sarawak have loadtant contact with the Kenyah Uma
Pawaq and Sambop whereas those in East Kalimasmtam heen under the protection
and/or exploitation of the Kenyah Badeng; diffeenof language and vocal expression
between these two Kenyah sub-groups are not triviathis sense, the musical tradition
of the Penan Belaga and Benaluy seems to be mzdtarell. Examining their musical
activity as well as that of other peoples in cdrB@neo, we may get a clue to reconsider
the concept of tradition.

Vocal Genres and their Transformation in Central Baneo:
Discussion Centered on the Penan Case

There are three vocal genrésinuy, ketaruy and tivay) and three kinds of
instrumental music (solo sapéh [two- to three-g&th plucked lute], kerégot [nose flute
with three or four finger holes], or ilut [jaw's tpd) among the Penan. The most often
performed genre among the Penan Belaginisy*9 improvised song. Modinuytexts
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relate to the expression of thanks to the godsallyssung at night after eating wild boars
or other wild animals obtained from the jungle. lA&ing Belaka, | asked them to sing
because our time of stay was limited, and theygoeréd without any food in the

afternoon and at night for the purpose of audio @ddo recording. Informants of the
Penan Benaluy confirmed, however, tlsatuy are performed normally at occasions
equivalent to those in the upper Belaga area.

Musical theory about improvisatory constructiontloé sinuyis also common. |
verify the same usage of technical terms amondPdrean at Long Belaka as among the
Penan in Sarawak, such &g'melody’), mengin (‘high-pitched'),leben ('low-pitched'),
ngelebé('sing with narrowed throat but forcefully’). Théancipal concepts pertaining to
the form and structure of the performance, narpelyebund'repetition’) anckedagang
(verb form:ngedagang'to sing imitatively’), that make every perforroandentifiable as
sinuy, were mentioned and practiced by singersaatglLBelaka, t00.*10 A rule on
assigning a different note value to each syllalggnines the rhythmic aspectshuy
in general: the last syllable of a word receivesgkr note value and accent than
preceding syllables. As a result, we can percainely performances following the
minimal unit of triplet or dotted rhythm (for futh analysis of the rule and musical
examples, see Shimeda 1986b: 184-5).

Concerning the text building, too, we can find ehstence of strong coherence,
which consists of the usage of poetic words, boimgs/ from other languages (such as
Malay, Kenyah and Iban), standardized metaphordicatpg the gods (or spirits) and
rebirth or reincarnation of human beings, and so drhese aspects are distinctive
features of improvised texts sinuy(see Shimeda 1991a: Chapter 4).

If we turn our eyes to other so-called nomadicpbe®in central Borneo, we meet
various kinds of vocal expressions, too. Detadadlyses of them cannot be given here
because space is limited. However, it is prob#idd such vocal genres asamof the
Aoheng (at the headwaters of the Mahakam) legldlug of the Punan Tubu (on the
middle Sesayap) are heavily affected by the voeales of the neighboring swiddeners,
i.e. the Kayan, Kenyah, and Lun Dayeh.*11

On the other hand, it seems that the Penan cuhiugeneral has been influenced
(or cannot be differentiated) from those of neigimip groups. Most of the cultural traits
I mentioned above are, in fact, not so differeatrfrthose of the neighboring swiddeners,
especially the Kenyah: their language can be diedsunder the Kayan-Kenyah group
(see Rousseau 1990: 341); use of death-names ma@o@mmong almost all languages of
central Borneo; the tools and methods of huntinghals and processing wild sago are
also found among the other peoples in central Boraad their religion seems to be
similar to that of the neighboring swiddeners befihreir conversion to Christianity.

Therefore, we can say that the sinuy of the Pénariluenced by the neighboring
swiddeners to a lesser extent than the influencengone by the vocal genres of the
other so-called nomadic peoples, even though tlaiaeship of any nomadic people
with adjacent agriculturalists is nearly the same.may also be said that, among the
Penan culture, only the sinuy "tradition” is main&l well and still alive.

Thus, we may ask two questions: (1) why doessihay in Sarawak and East
Kalimantan keep its common features despite thereifit influences from the outside?
and (2) among the many vocal expression forms ofattic peoples, why is trenuyof
the Penan the only one that remains unchanged®e Hee culture as plural amalgams,
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every component (or cultural trait) of which is @p@ndent of each other, then we need
not discuss these questions because we have osbytthat a vocal genre stands alone
among the Penan culture and it does not stand almoag other cultures of the nomads.
But if we see culture as a framework of thought asd of symbols, we should examine
the interrelationships between distinct culturakteyns (music, language, religion,

ideology, and so on) wherever such interrelatignstxists.*12

As | analyzed elsewhere (e.g. Shimeda 1986b, 198®1b), the sinuy
performance is interwoven with the religion andesgreacts of the Penan. Some of the
Penan in Sarawak are said to have been converi€tristianity, but most of them still
rely on the belief that certain animals (especiatiyne kinds of birds) are heralds of the
gods in order to decide whether they should perfaroheily activity (such as hunting,
collecting, or making blowpipes) or not. And theywthey interpret bird voices as
phrases in the Penan language is one basismoyconstruction: this patterned listening
to birds follows the same rule as mentioned abavassigning a different note value to
each syllable to be sung insauy performance (see Shimeda 1986b). And seeing the
matter from the opposite side, we can interpmetlyperformances as a medium to make
their religion and language use become more imntanen

Thus, sinuy as well as the language and religicthed Penan have no (or little, if
any) influence from the outside. This statememinca be, however, an answer to the
first question, because it does not take into aatcthe large amount of influence we can
find in other cultural domains. With this staterpehe first question is only extended as
"why doessinuyas well as the language and religion keep its comfaeatures despite
the different exterior influences in Sarawak andtEalimantan?"

Before considering the first question further, k@ the second one. It seems to
me that one of the important points to distingwsghuy of the Penan from other vocal
expressions of nomadic peoples is whether it israwiped or not. All thesinuy
performances are improvisation: a singer may uséadi melody stock as well as poetic
formulas, but they cannot construct a sinuy emtirey using these "pre-existing"
materials. In contrasgnamandkelidug for example, have loosely fixed text as well as
melodic contour: to be a singer means to remenfigetetxt and melody.

Of course, this dichotomization of vocal genresoagicentral Borneo nomads
may be too simplified. Many peoples in central i@ (including nomadic peoples)
practice improvisatory songs (for example, the RuBasang, Baluy Kayan, Kejaman,
Kenyah Uma Pawaq, Ke. Ma (or Uma) Long, Ke. Badetg,). But the fact that the
Penan do not have any kind of memorized song, valsemst others in central Borneo
do, cannot be ignored.

In general, improvisation demands a certain kihkhowledge or theory of music
construction. Concerning improvisation, Du"ringsa

Between speech and improvisation, there existesedlelation: to improvise is, subjectively,
to speak a musical language. To play a tune cedibe verses does not mean to know the system
(Du"ring 1987: 20, translation by myself).

The final sentence of the citation does not preeline fact that the system [of music] is
necessary to perform a [pre-existing] tune, norfdoe that a certain kind of theory exists
among pre-existing music. The point is that imggation is like speaking, in the sense
that both are based on overt and/or covert ruleep structure.
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With this characteristic of improvisation in mind,dare say that the actual
performance or surface structure of sinuy is n@rerequisite for maintaining the so-
called "tradition” of it. It is theoretically pasde that, even without referring to actual
performances, a Penan could construct and pergmoy if he/she knows the musical
and poetic theory of it. In contrast, memorized¢alogenres practiced by other central
Borneo peoples are not able to exist without artepe (which serves as a model or
example) to be transmitted. If transmission of thpertoire is terminated, or if the
repertoire itself is transformed for some reasbentthe "tradition” will die out or change
its form. This seems to be one of the answerBd®&cond question.

Return to the first question now. Althouginuy is an entirely improvisatory
performance, it is possible that the underlying il deep structure could be transformed
and consequently the actualization of it would gjeaits shape, too. But it does not seem
to have happened yet. A clue to the solution maythe Penan's preference for
improvised song rather than other genres.

The only vocal genre of the Penan that has anréttezl melody and text igvay.
Originally, tivay is said to have been sung to ¢h# spirits of ancestors, but it is now
sung outside this context. However, all the Pecemmunities in Sarawak, except the
Data Dian community on the Kepang (a tributary leé Belaga), are in the process of
abandoning it. It is performed rarely now, and tpsople affirmed that it is
"uninteresting'(bareng mj and "bad to hear'sagat kenini. And people at Long Belaka
(Penan Benaluy) said they forgot how to sing tigdgng time ago (maybe 20 to 30 years
ago).

Talking with them about the reason wiiway is uninteresting and bad to hear, |
discovered their ideology or way of thinking. Expations such as "voices should
always be new'(Piag meseti pegéng maréndif a song is not created on the spot, it
does not have the powerdgun yeng manew sitew, piaq itew yeng puqun pgpefigct
their pragmatic, opportunistic and secular ideologyst as the success of their hunting
activity depends on luck and a successful huntifgdannot be repeated again, each
song is sung but once. (I have no space to digbessleology of the Penan here. For a
more detailed discussion, see Shimeda (1993).)

According to their opportunistic ideology, the Berpeople prefer the improvised
sinuy to the rather fixedivay. They will probably abandotivay completely in near
future, butsinuymay live long, because it is more flexible and thugable to reconstruct
and express their daily experience. In order téope sinuy, however, they need certain
kinds of rules. The rules can be changed, buthiamge is difficult because the rules are
tightly interwoven with their language. So, if eeopportunists get a set of suitable rules
that are free from their language, they may sbifthbse rules, but this has not happened
yet. In this sense, their "traditional” religiom mot a prerequisite to sinuy performance
(or, at most, it is a subsidiary prerequisite).

Conclusion: Tradition reconsidered

In many societies or linguistic groups, "traditlas an alien concept. We should
be careful to use the word, especially when we gaga ethnographic work as a
necessary process of ethnomusicological study. skéelld avoid assuming the content
of "tradition" beforehand, unless the culture-bemtbemselves agree it. The Penan case
shows that their tradition of sinuy does not ratyamy particular performance, repertoire,
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nor even rule to create it, but rather on theiutiia or ideology. Therefore, eversihuy
performances in the future undergo drastic transébion, there may still exidinuy
tradition: it is also a tradition.

Most ethnomusicologists still tend to think thatlotradition or transmission
presupposes a certain kind of repertoire or coelyrairganized sound (or text, if the
object is orally transmitted literature). Howeveken genres of music to which this
notion can be applied have assumed changes ifieamal externally. Some melodies of
the Kenyah songs, for example, show strong inflasrfcom Javanese or Malay songs
but the texts are sometimes improvised followirgjrthtraditional” way.

In some recent ethnomusicological writings, we fiad a phrase like "tradition
can be created anew" or "we cannot presupposanhayster's ancestor is an oyster" (for
example, Waterman 1990: 368), but we should ngt stathis level. Returning to the
starting point of ethnography, we should find ameiipret the local concept of "tradition”
or its quasi-equivalent.

There is an unavoidable influence that has ariseently, i.e. the existence of
university graduates or other highly educated peaphillages where fieldwork is done.
These people often say that ethnomusicologistsimias scholars should help them
preserve their musical tradition. However, suchdsa itself is not "traditional”, to use
their terminology. Ethnomusicological study mayph#nem do so, but it is a secondary
effect and is principally out of reach of the ethmusicologists themselves because they
are not culture-bearers. We may co-operate wigmihout we need not feel obligated to
do so. Rather, we should find and "rescue" locavwedge which is often buried under
modern Westernized terminology and modern way daifkthg. In uncovering this
knowledge, we can "defamiliarize” our own music &akk a fresh look at our concepts.
This should be one of the biggest tasks for ethrsocology.

Notes

1. This article is a revised version of a papelivdeed at a seminar on
ethnomusicology held at Institut Seni Indonesiagyakarta, on 22 August 1994. |
acknowledge the coordinators and participants @stminar.

2. On the name of the group(s), there has beere smmfusion. In Indonesia,
almost all nomadic or previously nomadic peoples @lled "Punan” regardless of the
differences in their origin or language. Howevaer, Sarawak, there is a distinction
between the Punan and Penan. The only ethnic ghaips (previously) nomadic who
call themselves "Punan” in Sarawak is the Punaramys All other groups refer to
themselves as "Penan”. At least some sub-groupbeoiKenyah people distinguish
between "Penan" and "Punan” (cf., for example, Reais 1990: 20, n.17). Most peoples
called "Punan” by the Kenyah have other ethnic mawfetheir own (for example,
Busang, Kereho, etc). To my knowledge, there adeast four categories of nomadic
peoples: Punan Busang; Penans excluding Penan ;TBbaogn Tubug; and other former
nomadic peoples such as Bukat. The Penan Tub&griawak speak almost the same
language as that of the Punan Tubu in East KaliamRtovince. The language of other
Penans in Sarawak (such as the Penan Belaga, B, BaBeping, etc.), and the Punan
Benaluy in East Kalimantan is the same, and thezefioe term 'Penan’ will be used
throughout this paper to designate this entireiethroup including the Punan Benaluy.
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3. For the first research in 1983, | received seaech grant from the Kansai
Chapter of the Musicological Society of Japan. Témearch in 1988-89 was supported
by a Grant-in-Aid of the Ministry of Education, &ap (No. 63790016). For data-
processing and other follow up work, | also gotngsafrom the Ministry of Education
(1990: No. 02710019; 1991: No. 03710014; 1992: M710016). And the latest
research, which was done from January to Februadyfeom June to July 1994, was
supported by The Japan Foundation and Institut Beohnesia, Yogyakarta. | appreciate
their assistance very much.

4. | could identify and get local names of onlyotapecies: "nangah” (Eugeissona
utilis), and "jakah" (Arenga undulatifolia); mayBeme species of Caryota and Corypha
are also utilized. For further information on tnge of sago in Borneo, see Kedit (1982:
257), Brosius (1986: 177), etc.

5. Curiously, Hoffman (1983, 1985 and others), wheearched the so-called
nomadic peoples in Borneo extensively, does nottimerthe existence of this group.
Usually, this name is spelled "Benalui" using 'lisiead of "y" (it is said that this is a
river name in Sarawak, but | cannot identify it)yefFollowing the results of my research
on the phonetics and phonemics of the Penan Bédagmage, however, | devised my
own orthography system for the language (Shimed#dpP In this paper, | use my
system because the conventional spellings of thearPevords have not been well-
examined for accuracy.

6. This is callecdhgaran lumuin Penan (literally "mourning name") but the usage
is not confined to the mourning period. On the asrd function ofngaran lumy see
Needham (1953, 1954, 1959, 1965, 1966) and Ni@iaj$978). On rather complicated
and unreported uses of it, and its analysis fragrnviBwpoints of the speech act as well as
phonic expression, see Shimeda (1986a: 3-4; 199 apter 1 Section 2).

7. The Badeng is a tributary of the upper Iwam tle migration of the Kenyah
Badeng (Badang), see Rousseau (1990: 337).

8. Needham uses "the western Penan" to desighat@dople he studied. If
linguistic and other data shown by him are corrdaty are the same people as | worked
with in Sarawak.

9. Sinuyhas multi-layered meanings, but | must avoid drpig it here. On the
lexical analysis of the term, see Shimeda (19868:4).

10. The concept of musical theory in general ahé description and
interpretation of that of the Penan in particulee discussed in Shimeda (1988). "To
sing imitatively" is a kind of accompaniment in somn: the follower(s) who catch the
words by the main singer will sing part of the ngwhprovised text. Except for sinuy
petikun (solo performance usually by a woman),dhsrat least one person ngedagang,
especially in a long performance (more than halhanr). For example, the main singer
repeats one line or phrase twice; the follower goginging on the second repetition,
during which time the main singer may stop singmgonstruct the next line.

11. A survey on musical activities of the Aohe8gputan, Kenyah at Long Apari
Sub-district was carried out in January 1994. ully 1994, | visited the Sesayap-Malinau
area (Malinau Sub-district), where the Lun Dayeld @&unan Tubu constitute the
majority of population. The Aoheng and neighborBgputan are called the Penihing
collectively by the administrative authority; therfthing includes part of another small
group formerly called the Bukat (or Ukit, Punan Ban, Hovongan), nomadic hunter-
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gatherers. They have had a strong relationship th# Kereho Busang (or Penyabung,
Punan Penyabung) in Central Kalimantan Province. ti@ history and culture of these
peoples, see Sellato (1989, a brief mention of ecnasd dance of the Kereho is on p.
125).

12. On the concept of culture, discussions aboundthnomusicology, a kind of
holistic view of culture is predominant, e.g. F€IP88), among others. But because
cultural systems or cultural traits are not neadlyseelated to each other, we should
suspend our judgment. However, we should takeantmunt all cultural systems if the
culture-bearers themselves consider such systdatede
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Chapter Five

Folk Islanders Musical Culture

Victor Ganap
Introduction

Eastern part of the Indonesian archipelago pagrguMaluku province consisted
of many islands, while its people are blessed it incredible musicality, seen from
the skillful ability in singing, vast folksongs regpory, and the enrichment of daily
activities with musical touch. However, such anéde gift has been so far considered as
the art by destination, where Maluku people arephgmonducting their esthetical life
only for their own purposes. Formal arts educati@s been scarcelyestablished in
Maluku, in which the political will of local govement to attain the art by acculturation
seems not in conformity as yet. Now the time hasethat Maluku ethnic people must
empower their rich culture especially their outsiag ability in the art world by
producing the integrated local artists, who are ey professional in their fields, but
may also be able to earn living through their owarks. Therefore, the establishment of
the formal arts school in Maluku is of importangt only for the purpose of preserving
and disseminating Maluku local wisdoms, but alsoetthance the development of
Maluku province in the economically promising seaif creative industry.

All levels of Maluku people have been long timeowm for their incredible
singing ability that flowering the religious andittwal events. The Indonesian top singers
such as, Brury Pesolima, Bob Tutupoli, Harvey Mabén, and Ruth Sahanaya are
obviously of Maluku origins. Maluku also has a vespertories of folk-songs, such as:
Ole Sioh, Gunung Salahutu, Ayo Mama, Buka Pintuuly Kakatua, Sayang Kene,
Burung Tantina, Ombak Putih-putih, Goro-gorone, Hid) Kole-kole, Lembe-lembe, O
Ulate, Saule, Sudah Berlayar, Kupu-kupu Sepanjaagt&, Waktu Hujan Sore-sore,
Mande mandegan TanaseThere are many more songs that Maluku people wsethg
in daily activities, which shows that the local pkoconsidered their folk-songs as a
means of expression to their social life, naturalimnment, love story, patriotic spirits,
that had witnesses their rich cultural heritage$soAthe craftmanship of musical
instruments that taken from the natural resoursesh as, bamboo, logwood, sea-shell
that have a pastoral contents incorporated withath®sphere of maritime life, to denote
that artistical life has been unseparated fromyddé of Maluku people.

Since the independence for more than the pasiesiades, no arts institution as
formal education has been established to back aptréditional culture of Maluku.
Though the provincial autonomy has been implemesitace the reformation era, it does
not touch the interest in arts education develognagpropriately. High musicality of
Maluku people has satisfied their demand and theyeoud for it, that has made them to
consider arts formal education is not necessasflatn fact, such the arts education is
carried out for temporary purpose of the religioaseemony, traditional performance, and
social gatherings. This phenomena has made localom of Maluku are stagnated due
to unutilised cultural potent of Maluku people. Noad performance is organized without
any calendar of events, where the art works areensadfolklore basis. The art life has
been going on with no patronages from the local ésmwent and the local arts
institutions.
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Cultural Empowerment

Maluku cultural empowerment is the main programdevelop the creative
industry, through the public participation in thesaeducation. The process will follow
the method by Czikszentmihalyi to help emerge Malpkople’s creativity, in order to
produce integrated professional, where the Malwaall artists will not professional in
their own field, but will also be able to earn figithrough their own works. According to
the diagram below, creativity is a process that lsarobserved only at the intersection
where individuals, domains, and fields interact.

Maluku people’s creativity to occur
(Sternberg 1999:315)

CULTURE

Select Novelty Transmits Information
Domain

v

/ Produces Novelty \

<4— Individual
PERSONAL
SOCIETY Stimulates Novelty BACKGROUND

For creativity to occur, a set of Maluku communityles and practices must be
transmitted from the domain to the individuals sdrtThe Maluku individual artist must
then produce a novel variation in the content & domain. The variation by Maluku
artist then must be selected by the field for is@un in the domain.

The domain of Maluku culture is a necessary corepbof creativity because it is
impossible to introduce a variation without refererio an existing pattern. Something
new is meaningful only in reference to the old.dbral thought does not exist in a
vacuum. It must operate on a set of already exgsbinjects, rules, representations, or
notations. As far as artistic life is concerned,|lMa people can be creative singers,
musicians, composers, because the domains of ransigp exist and one can evaluate
performance by reference to their traditions. Withaules there cannot be exceptions,
and without tradition there cannot be novelty.

Creativity occurs when a Maluku artist makes angleain a domain, a change that
will be trasmitted through time. Some individual$ist are more likely to make such
changes, either because of personal qualitiescause they have the good fortune to be
well positioned with respect to the domain. Theyenhhetter access to it, or their social
circumstances allow them free time to experiment.

In the meantime, the program of Maluku local goveent to develop a creative
industry should be able at first to set the progodroultural empowerment. The program
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is set based on the policy to produce competenahumsources and to enhance the local
wisdom materials. The arts institution as a meanproducing the competent human
resources is the central issue of the project.ii$tgution should be varied to middle and
high education level, formal and informal institustj in order to be able to accomodate
all the potential of Maluku people in the fieldtbk arts. .

How to develop Maluku Creative Industry

Local Wisdom Culture Human Resources
Material |::> Empowerment <::| Provision
Program

g

Arts Education Institute

Traditional
Professional Creative Contemporary
Artist <:> Industry <:> Art Work

Hopefully the arts institutions will be establighi@ reality within the near future,
in middle or high level of education, accordingaweailability of equipments and man
power facilities in Maluku. The establishment o tharts institutions in Maluku will have
a tremendous output in producing professional tartignd musicians, and the
contemporary local traditional art works. The ditel works that will be created and
composed from the local material sources and basdtie local wisdom, which reflect
the real identity of Maluku in developing their owreative industry, as another potential
income generating sources apart from the existiagtime industry. The development of
creative industry through the establishment ofafts institutions will be able to open the
jobs opportunities for the local artists, and terove their skill and creativity, where the
time will come that the possibility will be openéal them to enhance their earn living
through their own works in the capital city of tReovince or the Regions and Sub-
districts in Maluku.

Maluku Traditional Performance

The Cultural Center of Maluku held an Art FestigélTraditional Maluku, where
the participated groups were cominh from all over Province of Maluku Islands. The
first day of the festival performed by eight groupmsisted of: (1) Dance group from
Southeast Maluku performed by 12 children danagetkeir expression of playing around
amongst the friends. Southeast Maluku local goventrpolicy in enhacing the children
dance is one of the best in preserving their ti@d arts; (2)Barimbangmusic from
Aru Islands performed by 2 musicians of jaws harplaying the melody and ostinato.
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This kind of music were also found in Papua NugMindanao, Southern Philippines,
and amongst the Aborigin in Australia. Dobo cityvgmmment must be proud to have
such rare musicians where is in need to be appeeciay the young generation; (3)
Group of Percussion musidaka from Ronggomoni village in Central Maluku regency
performed Islamic percussion with 4 tambourinesydbic lute, 3 bamboo xilophone, 1
bamboo flute, 1 harmonium, and 1 maracas. Rhythttenpareflects thanterlocking
playing with a rich polyrhythm beats; (4) Group Rércussion tifa and totobuang from
Kusu-kusu village in Amboina performed the tradiab music percussion of Maluku,
played by men and boys at totobuang, a Malukuttoardil gong chimes instrument with
high skill accompanied by several types of tifa,|0ka traditional drums; (5) Group of
ritual danceEsi from Tiang Darat village in East Seram regenckfggmed 13 male
dancers holding the swords for a war dance, accomgpdy unison recitative rhythm as
a heroic symbolism; (6) Group dankarkelefrom Tual city of Kei Islands performed
maleobird dance and local agriculture producteofibalthat may grow in sand and even
stone. The dance performed by 5 female dancer® andle dencers accompanied by a
newly invented fiddle namelgtal taken from the combination of the inventors narke E
Talaut, a kind of zither where its strings are maflbamboo with resonator in boat shape
bowed by a special bow that produced a typical doimdeed the fiddietal need to be
patented as a new invention from Kei Islands; (Toup Islamic percussioMasha
directed by Iwan Jamal from Waihaong beach in Amadiay performed thehalawat
hadrat andmarwas accompanied by the ensemble of tambourine, téaimboo flute,
guitar and violin. They play imedleyfrom Arabic music until Latin songs, with a
specific oriental intonation of the violin; (8) Gnp danceOrielalela from Tanimbar
Islands, in West Southeast Maluku regency perforimged dance-master and 2 male
dancers and 6 female dancers. The dance masteplajgd tifa, where all the dancers
are singing and dancing intervened by a displathtow-catch the instrumen tifa; (9)
Group percussion Islamic music from East Seranctiteby Amin Rumbai performed
by 3 tambourine, 2 tifa, 1 bamboo gong, and 1lmonrflute; (10) Group dancgosoke
from Buru Island as a special dance for the Kingbafao, performed by 6 male dancers
and 6 female dancers in partners. The accompaniomdisted on vocal singing and
keyboard with percussion tifé&Sosokedance has some influence from the sixteenth
century Charamba Portuguese dance of Azores; (11) Group percustgoperform
Totobuang Berpantumr Totobuang in Poetrthrough the performance of percussion
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group Waimahu from Nusaniwe area in Amboina citiie performers consisted of 6
tifa, 1 totobuang, in accompanying 1 male singet hfemale singer while holding a red
color handkerchief. The reciprocal between thehyhpercussion and the duet singing
reflects the meaning of toto buang in poetry, &ditSo Talalu Manise”, to express the
sweetness of Maluku tradition; (12) Group da@mangor Kuskus a kind of nocturne
animal which live in the hole of the tree and ftig/h of the rain to fall on their fur skin
that difficult to dry up. The dance is from Arudslds performed by a kuskus dancer, and
12 female dancers accompanied by a male singersivigpthe melody in responsorial
with the dancers. Harmonic combination appearedmfrginging melody and
polyrhythmic tifa percussion. Thaisplay penari of kuskus dancer who climb and swing
on the lining up dancers’ hands; (13) Group dahegni Mamal or known asBambu
Gila dance (crazy bamboo) from city of Ambon directgdBoetje Sapturi. The dance
symbolizes the co-operative live among Maluku comityu The dance movement may
balance the vigorous rhythmical tifa percussiorhwitmping movement of the dancers
resembles th&Zapin dance of Malay Riau in East Sumatera; (14) Grougyssion
Islamic musicShalawat Hatukangrom Negeri Batu Merah, a corner in Ambonina city
that known as the area for Muslim people of Ambbme players consisted of 1 pemain
bamboo flute, 1 gong, 3 beated not swinged tamhewand tifa in dialog with changing
tone color and interlocking, while the flute plagametimes play the conductor.

(15) Group percussiohawomina Maju Terudirected by Max Sopacua to perform
totobuang in poetryiti-hiti- Hola-hola. Tifa and totobuang accompanyiMpako-mako
dance with 1 totobuang, 1 bongo, 3 tifa and 1 Basl tambourine beat by the stick and
the chimes, 1 gong bamboo. Tambourine player aisging in recitative and
responsorial with the group; (16) Group damdapia Malate from Rohomoni village,
Central Maluku regency. The dance reflects thevigtof Rohomoni village community
to catch the loor, a kind of sea shell. Perforrhgda male dancer carryinh the torch, 3
male dancers carrying the basket to catch the kwd, 3 female dancers carrying the
bowl to fill in the catch.; (17) Group dantémakalikuifrom West Seram. The name is
danceTimba Katonto reflect the activity of West Seram communitiytagjether go down
to the river carryingbaribui or the jar. The dance performed by 5 female danebile
catching the fish in the river; (18) Group percasdBoy Rattanwith a child musician



45

Nano who skilfully play the totobuang accompanigdlP tifa of different sizes. Tifa is
played in various interlocking and synchopation.

Assesment has been made by a Team led by Victoagswith the following
statement: (1) Participant has to observe the fiattern on stage made by the committee
in order to achieve a symetrical dance movemen}; T@obuang is known and
recognized as the traditional instrument of Maluthgt advisable to be made by the
Maluku craftmanship and the material from Maluk,shape and size in general reflect
the identity and symbol of Maluku itself, in criSe to the existing totobuang material
that taken from Central Java; (3) Percussion mokitfa and totobuang are the icon of
Maluku that should be preserved and developed.niéledy played by the bamboo flute
is the typical local color of Maluku ethnic mus{d) The vigorous rhythm percussion as
the style of Maluku musical genre should be baldnegh its dance movements in order
to achieve the harmonious performance; (5) thenwrof totobuang instrument in
diatonic scale system need the maintenance fromttinime, so it need the standardized
tuning and the local specialist; (6) Rhythm pattefrgroup percussion Islamic is more
rich in various interlocking in accompanying thecsedshalawator Arabic melody.
However the induction of western instrument sucrviain and guitar must be tuned
appropriately; (7) Though most of dances reflectimg ritual ceremony, the appearance
on stage need the choreographical touch; (8) Tondit theater of Maluku is an arena,
not prosenium, and for that reason the performdoewsveen the dancers and the
musicians should be unseparable on stage; (9) &thosic in general does not need
amplification, that the use of microphone should he dominaned, in terms of the
similar treatment of stage management during thearsal and performance.

The time has come that Maluku people should rmoare treat their art works just
as an art by destination, which will be consumed thgir own local community
themselves, but to improve them as the art by ag@tion, in terms that their art works
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will be also consumed by a wider spectrum of natiand international audiences, the
art works that has competitive values as the prioduocal Maluku creative industry in
supporting the tourism industry of Maluku that ehgd with the maritime and exotic
cultural events.

Postlude

Maluku Islands as the stronghold of the eastedoresian archipelago is urgently
in need of developing its creative industry through Maluku cultural empowerment
program consisted of: (1) Empowering the only insthnal agency in arts and music
education namely Sekolah Menengah Kejuruan Negéth¥t established since 2004 by
the improvement of building and equipment faciigeded for the adequate arts learning
process; (2) Provision of competent teaching staffio possess the certification and
skill in their field of arts, together with theiigh commitment in arts education; (3) The
increasing demand among community of Maluku torlgausic from the school rather
than autodidact musician, though they had high cality as the natural gift; (4) Setting
a new curricula and the teaching instruction that t8 produce a qualified musician, has
relevant fulfillment to society demand and job ogppoity, designed in contextual
approach, novelty on local Maluku wisdom; (5) Irasd of possibility to establish the
first arts institution in higher education as Sekollinggi Seni Indonesia (STSI) Ambon
in order to be able to produce the young generatfaacademic artist musician; (6) The
existing seminary as Sekolah Tinggi Agama Kristestéstan Negeri (STAKPN) Ambon
could be able to mediate the initial project formfam resources development in
anticipation to the establishment of STSI Amborn);Rdcility and financial supports from
central government namely ministry of national edion, local Maluku provincial
government, and participation from the entire Malgommunity to build the favourable
musical life in Maluku.

In fact, the creative industry need some expeitiséhe art field that has the
following qualifications: (1) Maluku artistic commity that able to effectively take
advantage from the local richness culture throlngr tcreative and innovatif quality; (2)
Maluku artistic community that has the ability tppdy, to develop, and to disseminate
their musical arts in the framework of enhancenwdrthe local culture, and to inprove
the community standard of living.

Implementation of the creative industry project Maluku must be executed
through the patrticipation of the whole componenths society. To build the creative
industry will be able to open new job vacanciesMaluku in the field of the arts,
however the conception of its establishment mustbbsed on the local wisdom.
Conception that aims to preserve the traditiontandevelop modernity amongst Maluku
community, that will not make the young generatainMaluku community taken off
from their own cultural root.
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Chapter Six

Identity Manipulation and Improvisatory Singing
Simeda Takasi

Ethnic Categories and Identification

Most of the indigenous peoples in Borneo have lmdlectively referred to as
‘Dayak’ by the Indonesian government, which perpegs the Dutch colonial custom of
naming specific ethnic group with Dayak, such asdyjg (Ngaju) Dayak, Selako Dayak,
and Ma'anyan Dayak. Although originally an exonymattdid not designate any single
ethnic group, the term Dayak has had such a lostgyithat the people themselves came
to use it and it became a means to nurture interi@identity.*1

In Sarawak, officials of the white Rajah Brookelldwing the usage established
by earlier English explorers, used the term exeklgito refer to the Iban (sea Dayak)
and the Bidayuh (land Dayak), but nowadays it medinsf the indigenous peoples there.
And it may even be extended to include rather recemigrants like the Chinese, as
evidenced by the fact that one of the leading membkthe Sarawak Dayak Party (Parti
Bansa Dayak Sarawak, or PBDS) is an ethnic ChirfldszMalay expressiomfang ulu
(literally meaning ‘upriver people’) has also bagsed by the minorities themselves in
Sarawak for at least 40 years.*2

After Sarawakians chose to join Malaysia in 1968y had to cope with Malays
whose domination became stronger during the coofrsiee ensuing 40 years. By using
the term ‘Dayak’ and/ororang ulu’, Bornean minorities (or at least their leaders in
Sarawak who had higher education) intended toaadty identify themselves with specific
labels in order to enhance their political influen@his in turn led to exaggerating their
cultural similarities and ignoring their differersce

Identity and Traditional Performing Arts in General

The Orang Ulu National AssociatiofOUNA) was organized in Sarawak
primarily to request official recognition and pratien of their (customary) rights from
the government. They definerang ulu’ as all of the indigenous people in Sarawak
except the Iban and Melanau, who live in lowland/an coastal areas (though in fact
these two groups are major components of the Dayadk,the Melanau emigrated from
the upper Rajang (Balui) River basin and still sHmguistic and cultural similarities to
the Kajang group).

OUNA later expanded its functions to include erdmag cultural unity. For
example, in 1991 they began to offessa@pe (a traditional string instrument) class in
Kuching. Although it is true thagapemusic is widespread and many tunes are common
among the Kayan, Kenyah, and Kajang groups, théyndt emphasize the differences
found among themselves, nor among the Lun Bawaetpb, and smaller groups: in
fact, many subgroups are included under the latstyah’ and ‘Kajang’.

The association of theapewith orang uluas a whole dates much further back, as
indicated by the following explanation which is glesyed in the famous Sarawak
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Museum. This explanation was presumably writterthie@ mid 1970s or earlier by a
government ethnologist affiliated with the museum.

Sape. One of the most popular traditional musitsttuments found in Borneo is
the sape, a lute-type four-stringed instrument.sTinstrument is indigenous to and
commonly played by the Orang Ulu group. The instotrprovides music for dancing,
for entertainment, and for the ‘witch-doctor’ indhi@g ceremonies. The sape produces
very sensitive and delicate tones. During dances, rausician plays the melody while
another plays the rhythm this is sufficient for thencers, the only other sound being
made by the dancers themselves either by stamipamgféet or clapping their hands.

The Sarawak Cultural Village (SCV) on the outskiof Kuching offers another
example of the tendency toward belittling diveestamong the minorities and creating
Sarawakian culture. Noted as a tourist spot, thisxg museum’ shows, as its brochure
says, “the state's rich cultural diversity in oimggke place.” There are “7 authentic ethnic
houses” of the Bidayuh, Iban, Penamang uly Melanau, Malay, and Chinese. Here,
Bidayuh and Penan are not included amongottaag uly though the brochure defines
the termorang ulu as inclusive of the Penan: “a useful if vague teéondescribe the
Central Borneo people living is [sic] Sarawak. Agcting for 5.5 % of the total
population, the Orang Ulu comprise the Penan, thgal, and the Kenyah, living in the
middle and upper reaches of Sarawak's longestsrivaes well as the Kelabit and Lun
Bawang groups in the highlands proper.”

In fact, the Penan should be labete#dng ulubecause of their habitat. However,
because their ordinary house plan is not a longhbusa small hut, and also because the
Penan became a well-known ‘thorn in the side’ ¢ tovernment due to Western
journalism focusing on environmental action agairenhpant’ logging in Sarawak, SCV
constructed their hut separately from trang ululonghouse. Smaller ethnic groups are
gathered into therang ulucategory, but not the internationally famous Penanthe
rather populous Bidayuh which itself comprises @ast four subgroups classified
according to their dialects.

A cultural show is held twice a day at the theatsar the SCV entrance gate. It is
performed by “young and exhuberant [sic] Villag¢ishes” who provide “magnificent
multi-cultural dance performances.” The multi-cutushow is performed by a single
troupe of dancers and musicians drawn from varathsic groups, under the guidance of
Malay and Chinese staff. Gerald (Geraldine) Lafgraous composer of Chinese descent
in Sarawak, provides many of the tunes. Althougmes@rang ulu people complain that
not all of the performers and staff are orang wWu gven Dayak), most regard such
performances as a kind of modern creation whichwshoew possibilities for their
traditional performing arts. Traditional dances amstrumental music are utilized as the
basis for creating these new orang ulu, Dayakyen&arawakian performing arts.

The same tendency can also be found in East Katana(Propinsi Kalimantan
Timur), Indonesia. There are annual performing fedsivals at the provincial and district
levels, where dancers and musicians gather on lageilbasis and perform their
characteristic ‘local’ performing arts. Because tmafsthe contemporary villages in East
Kalimantan, even in the interior area, are composkdt least two ethnic groups,
performances by ‘village’ troupes are necessarilg tesult of amalgamation and
assimilation as are some of the ethnic groups tekmes.*3 Spurred by the inclusive
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label ‘Dayak’, dances and music of tiseiku bangsd&ayak’ are well on the way toward
homogenization.

Identity and Oral Tradition

Concerning oral literature including songs andntbadifferences are emphasized
more than similarities due to the diverse languagesl. Many scholars and researchers
including the Dayak themselves have attempted d¢ordg transcribe, and translate core
stories of their oral literature for particular gps.

In Sarawak, the lIban began their own researcheednan other minorities did.
Following important and historic works on his owah oral literature by Benedict
Sandin, James Masing published his work basedsddutoral thesis on the Baleh River
(his homeland) in 1997.

Pioneering work for other Sarawak groups has leee by Father A. D. Galvin
on the Baram Kenyah oral tradition, followed in 39Dy the Australian Carol
Rubenstein's huge amount of recordings from the,l&idayuh, Melanau, Kelabit,
Kayan, Kenyah, and Penan. More recently, Jayl Lamgblished a book in corporation
with the Penan in 2001, a magnificent and painstakiork by an _orang ulu_. Though
sporadic and scattered in diverse journals, govemmeports, and other publications, we
can also find some Indonesian translations of tagal oral literature.

As seen typically in Jayl's book titled Sitkéenan Folk Stories, there is a
tendency to emphasize differences among linguisbaps. Based on the classification of
the Penan by the British anthropologist Rodney Heed Jayl transcribed and translated
into English nine stories from the Western Penath ame from the Eastern Penan. The
single story from the Eastern Penan, titled ‘Karmgka(a kind of bird) is juxtaposed with
a story bearing the same title from the WestermaRgefor the purpose of comparison.
The East and West classification should be undedsés a highly specialized academic
distinction because most of the Penan themselveéshenadjacent _orang ulu_ did not
know this difference in detail until recently. Atthgh we can distinguish substantial
linguistic and cultural differences between these subgroups, most Sarawakians, from
government officials to rurabrang uly consider these two Penan groups as one, with
only a small dialectal difference.

The improvisatory singing tradition among th&ang uluis, in a sense, at the core
of their oral literature, and it can be a firm Isa®r dividing them into sub-subgroups.
Sinuy (Penan) and ketenak (Kenyah Lepo' Time, oral), two such genres that | heard
(and performed to some extent), lend themselvesuth division. Because performing
them is like talking spontaneously rather thanatarg fixed stories, their performers and
audience are virtually confined to each linguistibgroup. In some cases, even among
the Kenyah Lepo' Time, a ketenak by Uma Kelap ira®ak cannot be understood by
Uma Pawa’, nor even by the same Uma Kelap in Kaliama Timur, both being
subgroups of Lepo' Time, which is in turn a subgrofithe Kenyah. Sinuy is performed
and appreciated only by the (Western) Penan theeselith very few exceptions
(namely, this Japanese researcher), but when thenRmn the other river system heard a
playback of my sound recordings, they found someage#s were entirely unknown to
them, because of the local usage of special worgseétry.

Although they are conscious of such differencesang ulu_ leaders do not find
it politically or economically advantageous to erapize cultural differences among
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them. They choose to neglect dialectal differerm&anuch as possible, because they
believe that identifying with a bigger ethnic growpll bring better results for all
subgroups and individuals.

Such an operational or manipulatory attitude taathnic identity is actually
rather traditional for th@rang ulu As | mentioned already, the Aoheng in Kalimantan
Timur now is an amalgamation of the Aoheng (itsedf amalgamation of several smaller
groups such as the Acue, Halunge, Amue, and Auseputan, and Bukat. Also, the
Kajang in Sarawak is an ethnic category devisedrgll groups (Kejaman, La'anan,
Sekapan, Punan Bah, and others) when faced witagan invasion of their homeland,
the Balui/Rajang area.

As Rousseau rightly noted, “linguistic similargi@re not necessarily a sign of
common origin but may be the result of assimilato amalgamation” (Rousseau 1990:
20). In like fashion, linguistic differences do radtvays mean different origins in central
Borneo. In fact, many minorities there have a Ibigjory of disguising, pretending, or
appropriating their ethnic identity with substahtchanges in their cultural features
including performing arts and language. This mahasthey have decided to transform,
or even to abandon, parts of their tradition. Thuseems true that ‘it is no use crying
over lost tradition’, especially when the tears stied by outsiders.

Improvisatory Singing Traditions (Living and/or Dead)

Traditionally, intermarriage between different dinstic groups has not been
uncommon among the various peoples in central Boradich is one of the major
reasons for their use of the generic tesmang ulu And of course, it is promoted by
accelerating urbanization. Therefore, the basigfstinct improvisatory genres is about
to vanish. Recognizing this situation, some of Kenyah Lepo' Time people who
migrated to urban areas in Sarawak have been @irgidthe possibility of a reunion
across the international border with their remedatives in Kalimantan Timur, focusing
the gathering's activities on the improvisatoryggig session.

This goal is practically a fantasy, or a projecttbat only exists in contemporary
discourse among minorities who believe that theich" cultural heritage" should be
preserved, maintained, and developed. Such dissouontradicts the strategy |
mentioned before, namely the expansion/amalgamalimtity strategy to identify with
a bigger group, though the discourse does conforthe recent cultural policy instituted
by the federal government of Malaysia.*4 Therefagenior members of OUNA, for
example, are reluctant to reply when asked abauffehsibility of the reunion project,
because many of them are officials of the Saravetie government.

The reunion’s proponents know that | sometimesitvithe upper
Kayan/Bahau/Mentarang area in Kalimantan Timur, #rey never fail to ask me to
forward their plan to the Kenyah Lepo’ Time livitigere. This is one small act | can and
do perform on behalf of their sincere attempt tantaén and develop their _ketenak
singing practice. Unfortunately, if the majority thfeir people (including those who are
government officials) are not eager to support téenion project, their options for
international contact are quite limited, and soytlsee this Japanese researcher as a
potential messenger who might open up a way to rtteke plan come true. However, as
far as | can determine, their plan is not suppobtethe majority of the@rang ulunor the
majority of the Kenyah. If they do realize theiap) it could undermine therang ulu
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and Sarawakian "ethnic" or “Malaysian” identity biifting the focus to trans-border
tribal identity, which may have political repercissss.

In the early 1990s, the so-called Bruno Mansee aa®used a tidal wave of
indignation in Europe and North America againstgiog in Sarawak. The state
government has been since then very suspicious umudoperative toward NGO
activities that respond to minority voices among tminorities themselves.*5 Once
again, NGOs, domestic, overseas or a combinatidoothf, are considered detrimental to
the Malaysian state and its policies. ThereforenesdKenyah people's discussion and
action to develop and recreate their ketenak taditaces major hurdles in Sarawak,
though people there are now much richer than befodetherefore in a better position to
accomplish the goal by themselves.

Apparently, most of the Kenyah Lepo' Time in Indsia have shown little
interest in the proposal from Sarawak, supposedbabse they have to be Indonesian
rather than Kenyah under the national identity sehdevised by the central government.
Some of them, however, told me that ideally thegusth have such a reunion to enhance
their traditional improvisatory singingang uly skills because the younger generation
is going to lose their linguistic competence foicgurepartee in conversation and songs
like ketenak a substantial portion of young people there, @sfig in the urban areas, are
now more fluent in Bahasa Indonesia than in Kenyah.

| continue to interact with persons involved instiplan, not to preserve their
tradition but to look for possibilities to devel@new tradition, although that idea is
rather controversial among the Kenyah orang ulu themselves, let alone the
government. My personal justification is that sokenyah, but admittedly not many,
asked me to do so. | hope | will not become andBreno Manser.

The Drinking Feast: A New Strategy for Improvisatory Singing

Another test case that | have been involved ito imake improvisatory singing
genres de-localized or language-free. The Dayakplpeoare well-known for their
enjoyment of alcohol in Muslim-dominated nationsd aheir traditional home brew has
been replaced by commercial beer and whiskey ashbhee become more urbanized.
Traditional religious festive occasions have besplaced by the ‘drinking feast’ held at
one house or another of the Dayak in town nearlg daily basis, but it is rather hard to
get alcoholic beverages in Kalimantan now.

At some feasts | attended, participants were etgény to recite their own oral
literature not in its original language but in Imésian (or Malay), Iban, or Kayan,
depending on the language repertoire of those wdre wresent. Upon my request, some
of them tried to perform improvisatory songs froheit own tradition in one of these
lingua francasbut they managed to do so with much difficultygugh most of them can
speak and recite in these languages. These expesiemade me encourage them further
to try such songs.

Beginning in 2001, a group consisting of activagsrs from the Penan and
Kenyah in Sarawak and Kalimantan Timur, startedr@ept to devise improvisatory
singing techniques in Iban or Malay with my assisea When two Bidayuh members
joined in 2002 (one of them is in fact the wifeaoKenyah member and another is her
relative from Indonesia), we also bridged the boioetween Sarawak and Kalimantan
Barat.*6
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Although they tend to drink too much at these tless think systematically about
singing techniques, there is some possibility ofeli@ing a new singing style in their
respective national languages. Many minor diffeesnare found among their singing
traditions, but they did agree that repetition diha of text and consistent rhyme should
be kept, and that a three or four tone scale isgméor effective song construction.

The project is quite personal with spontaneous begghip. In this sense, it is not
connected with the existence of particular ethmaug nor its cultural survival in the way
that the Kenyah Lepo' Time case that | describe@isthe other hand, its purpose is not
just to construct a bigger cultural unit or ‘extedtethnic group.

They intend to acquire a new form or style of liregic expression for the _orang
ulu_ or sDayak. Even if the intention itself invetsrsome aspects of cultural (and even
political) integration among several ethnic grotipst would transcend the international
border and thus might be seen as confrontationablsh national government, its starting
point is an affirmation of the use of Malay or Imésian as a national language. We do
not need to adhere to the all-too-common framewlak defines such a cultural activity
simply as the focus of strained relations betwd®n majority (national identity and
government) and the minority, nor should we confard thereby affirm the existing
sociocultural situation.

Language has been thought to be the primary natiabie core element that can
identify ethnic groups. Accordingly, oral literagumcluding songs has been treated as
one of the most important markers of ethnic idgn&ut theorang ulushow that ethnic
identity is operational and selective, and thegug's separation from outsiders (not only
from Sarawakians or Borneans but also from the ntgjof the populace in the
respective nations) and tleeang uluis not strictly fixed, at least in theory. If werait
this, then we can take a flexible position aboug thinority's activities, or at least not
ignore their diverse wishes. In practice, thiang ulu consider that language is also
selective and they use it as a tool for maniputatireir ethnic identity. If some minor
groups within theorang uluwant to manipulate their improvisatory songs, \ae belp
and encourage them to do so even if such actionleaayto considerable change in their
singing tradition.

Coda

Who has the right to change the improvisatoryisggradition of theorang ul®?

Is it copyrighted or owned solely by this group?wWNbwould like to say “no” to the
second question. Of course, copyright does notnigelo anyone else including any
official organizations either. Therang uluthemselves, and any other people concerned
including myself cannot help but appreciate, smggdify, and change it.

To understand the situation, | would like to swgigehe usefulness of
appropriating the concept of ‘copyleft from theah®m of open source software,
advocated by the GNU (“GNU is Not Unix”) projectsAhey declare at their website,
“copyleft is a general method for making a progréee software and requiring all
modified and extended versions of the program tdrée software as well. [...] In the
GNU project, our aim is to give all users the fremdto redistribute and change GNU
software. If middlemen could strip off the freedone might have many users, but those
users would not have freedom. So instead of pu@Ng) software in the public domain,
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we ‘copyleft’ it. Copyleft says that anyone who istdbutes the software, with or
without changes, must pass along the freedom tbducopy and change it.”

Though it is beyond the scope of this paper td dih the problems concerning
copyright (legal and moral issues) and ethnomus@glthe concept of copyleft seems to
be appropriate to most traditional cultures becdhsefeatures of each culture have not
been copyrighted by (or assigned to) any individuagroup. Nor are they copyrightable,
because they are transmitted from generation tergéon in time and they move from
one place to another in space, evolving continu&@ben in terms of copyleft, tlegang
ulu's improvisatory singing tradition and the actedtisurrounding it can be understood
much better. It is not just in ‘public domain’ azopyright-free’. It can be archived in
basically non-proprietary museums but it cannotdwned or otherwise controlled
exclusively by anyone. Although it is invaluable document and preserve traditional
music in archives and museums, these places caontdin ‘living’ traditions because
the life of the music is outside such facilitiesnang the people. In this sense, their
tradition is, and should be, copyleft for furtheeyumodification or appropriation.

Notes

1. It is said that the word was originally borrowfedim some central Borneo languages,
for exampledaye(Kenyah) andlayah(Penan), meaning ‘upriver’ or ‘inland’.

2. Of course, there are many exceptions such aRdhan on the upper Belaga River with
whom | have worked: some of the younger people caske repeatedly what a Dayak
was and wharang uluwere in the late 1980s and early 1990s. Altholngly had heard
these words previously, they did not know exacthattheir meaning included.

3. For example, the Aoheng consists of Aoheng prdalso known by the exonym,
Penihing), plus the former nomadic Seputan and Buka

4. As Tang Sooi Beng mentioned elsewhere in thisime, the federal government
reoriented their cultural policy from setting up dlysian’ (‘national’) culture to
respecting each ethnic group's own tradition dutimgpast decade or so.

5. One of the latest examples is an article in Bbemeo Post on August 16, 2003 titled
“Masing tells Bakun families to move out: Constrantwork on RM9 billion project to
begin soon.” The Iban anthropologist James Maswity is Social Development and
Urbanisation Minister of Sarawak state, referriogthe resettlement of _orang ulu_
precipitated by a hydro-electric dam project in tipper Rajang area, reportedly said that
he “believed their refusal to move out could pakitydue to the sentimental attachment
they had to the area and partly because of negatfiteence from irresponsible non-
governmental organisations (NGOSs).”

6. Traditionally, intermarriage between differenhguistic groups (in most cases
geographically adjacent groups) made both husbaddwafe bilingual if the marriage
continued long. In most cases nowadays, howeveh souples use Malay or Indonesian
as a lingua franca between them and with theidofi, especially in urban areas.
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Chapter Vi

Krontjong Toegoe:
Its Community and Its Music

Victor Ganap

Introduction

The most important sources to trace the Portugbheséges in the Indonesian
archipelago were written in the books by Tomé PineSuma Orientaland by Antonio
Pinto da Franca inPortuguese Influence in Indonesi@resumably, the longest
Portuguese sojourn in Indonesia had been in Malsiknds, where their influences were
not confined to only Moluccas and Lesser Sundaéigain which for a shorter or longer
periods the Portuguese presence was reinforcedilttargn and missionary actions. It
extended throughout the length and breath of tderiasian islands, although naturally it
was much more everlasting in some respects anohile segions than others.

Portuguese Sojourn

The first European historical encounter in JavaaBeved to have begun since
1513 when the Portuguese trade mission led by TRim&s anchored their boats at the
port of Sunda Kelapa, on their voyage between Maland Maluku in search of spices.
Since 1511, Malacca has been controlled under trtudgiese forces with theid
Famosa stronghold built by Commander Afonso de Albuquerqdhe Portuguese
occupied Malacca due to its important role astthde center in Southeast Asia, apart
from its strategic geographical location as thagiigport for further sailing to Maluku.

The expedition to Maluku consisted of three boatsi one hundred twenty
Portuguese navy officers mostly of Goan origin BdAntonio de Abreu, Francisco
Serrdo, and Ferndo de Magalhdes. They sailed alengast coast of Sumatera, north
Java, Bali, Lombok, Sumbawa, and Flores, where thayed northwards and reached
Banda island in the middle of 1512, before returd@ectly to Malacca. Meanshile,
Serrdo himself was shipwrecked and rescued by #@ple of Amboina, before
proceeding to Ternate and became intimate coumdelline Sultan of Ternate, before he
died overthere in 1521. (Da Franga, 1985:7)

Fr. Manuel Pintado in his foreword to the book Rgis Thomaz, wrote that
Malacca was the center of the straits of Malacdaichvgave its position to control all
navigations between Indian ocean and the Far Badtmade it as the key to theeastern
seas of Maluku. Those voyages began the contatigede the Portuguese and the
indigenous people of the Indonesian archipelagoiclwiiook in different forms of
military, cultural, ethnic, commercial, and relig®y depending on the areas and times.
The Portuguese was reportedly greeting every imdige people whom they met with the
jargon “We seek souls and spices”.

The aforesaid encounter in Java had proceeded ftizralship treaty in 1522
between the Portuguese mission led by Henrique |Lemeé the Sundanese Pajajaran
kingdom under king Surawisesa. The treaty allows fPortuguese to establish
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tradequarter in Sunda Kelapa, inaugurated wiBadrao monument. For the Hinduism
Pajajaran, friendship ties with the Portugueseehaslitical impact in defending Sunda
Kelapa, the most important entry point in Javapfimotential invasion by Demak Islamic
kingdom. Tomé Pires exclusively expressed his isgom about Sunda Kelapa as a
magnificent port, the most important and best &f where the trade is greatest and
whither they all sail from Sumatera, and Palembdrgle, Tanjompura, Malacca,
Macassar, Java and Madura and many other plaCeste§ao 1944:172)

Furthermore, Pires also ruled out about the greatoé the Sundanese king of
Pajajaran as a heathen and so are all the lordgsokingdom. Sunda is a land of
chivalrous, seafaring warriors, more so than thadese, taking them all in all. They are
men of goodly figure, swarthy, robust men. Afteg #ing of Sunda, who is call&hamg
Briamg (Sang Hyany and his viceroyRaja Mudg, who is calledCocunam(Sunar,
and after hiBendaharawhich is calledviacobumj(Mangkubunji, in the country, then
come the lords captains of cities and places amts.pAs in Java, the lords are called
Pates (Adipati), in the language of Sunda they are calRaybou(Prabu). (Cortesdo
1944:166-167)

Portuguese presence in Sunda Kelapa were alsitafiecl by Afonso’s order,
with his politics ofcasados which encouraged the Portuguese to marry nateen,
wishing to create a fast and effective bond with térritory, then had developed a new
enclaves around the port, inhibited estizogroup, a creole mixture of Caucassian
Portuguese men with indigenous women. Howevervideace ever found if thenestizo
group inherited the Portuguese culture, excepttf@ir important religious role in
establishing the oldest Portuguese church in thg sixteenth century within the area of
Sunda Kelapa. The church was built inside the Cdthfa city, but later in 1808 was
destroyed by fire, and never been rebuilt sinca.tide church was actually a Roman
Catholicism, but after a century during the Dutctoanial period its congregation were
mostly of mardijkersgroup, then it gradually became a Dutch RefornranuLater in
1695, another Portuguese Protestant church was dutdide the city, which is known
today as Gereja Sion, still standing and presemgdone of the Jakarta’'s old city
monuments (Heuken 1997:111-120).

Despite the threat from Demak Islamic forces, avalhy in 1527 a Gujarati
named Fatahillah, who had a personal hatred wélPtrtuguese after his business circle
in Aceh was destroyed, then as the commander axinlslBanten forces, he managed to
free Sunda Kelapa from all Portuguese boats. Utftemew authority, Sunda Kelapa
was changed to Jayakarta, after the name of Bantem prince, which maintained until
1619 before the Dutch forces took it over, and tpe it into greater Batavia city.

It is of important to disclose that the invasiogy Banten Islamic forces to
Hinduism Pajajaran was not a religious war to spiskam, but rather a political interest
to take control over the high economic potentiabahda Kelapa, based on the historical
fact that for the next ninety two years after theasion, Islam was not disseminated in
Sunda Kelapa, or Jayakarta, or Batavia, apart fremactual activities in trading.

Mardijkers Group as Indies Community

In 1641 when the Dutch forces took over controMaflacca from the Portuguese
many war prisoners were taken along to Batavia.tMdsthem are of Bengali and
Coromandel origins that recruited as the Portugneseenaries in Malacca. They were
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amongst the populations of the sixteenth centurjabta. Most Bengalis are fishermen
and tailors, but majority of them were not partasly good in their work. Meanwhile, the
Tamils’ great influence in Malacca was due to ditran, which began during the time of
Mudzafar Shah, the Malacca crown prince from a @amdel mother. (Reis Thomaz
2000:70)

In Batavia, the Dutch authority treated the prexsnas slaves, and not allowed
them to worship in Catholicism. In return to theanversion into the Dutch Reformed
Church, they were later freed from slavery andechlasmerdequas or mardijkers,
originated from a Sanskrit woranaharddhika literaly means “tax exempt”. The
mardijkersgroup registered as one of Batavia’s urban comtywmitil 1815 with a status
as indigenous Christian. The group stayed exclisiire Batavia by retaining their
Portugueseristdolanguage, family names, and dress-code.

A Chinese historian, Ong Tay Hay, who visited Mateeninsula and Java island
in 1849 revealed thatardijkers group are called black demons seranis, where no
account of their fore-fathers, but belong to Baaavin which city they have a church. In
that reckoning of time, as well as in their langelagnd mode of writing they follow the
Portuguese; so also in their apparel, houses, amdtdre. Their men are slenderly
formed, but their women are beautiful, and contraatriages with the Dutch, who seem
to prefer them. This class is principally employasiclerks, or soldiers; they are of an
artful disposition, and the Dutch, out of jealoussll not allow them to rise in office.
(Schuchardt 1891:10)

Meanwhile, Arthur Coke Burnell, a British historifor the Madras-based British
Company, and author of the voyage of John Huygtenlynschoten to the East Indies
encountered thenardijkersgroup when visiting Batavia in 1876, that he heafgroken
dialect at Batavia which was told was Portugueagedi, but he could not have otherwise
been able to recognize it even. (Schuchardt 1891:19

A mardijkersfamily in F Dancx’s painting from
the mid-seventeenth century Batavia
(Adolf Heuken, 1997)

After more than a century, majority ofardijkersgroup in Batavia gradually fall
into the poverty. They could no longer afford toav¢he Portuguese dress, that have
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eventually prevented them from attending the chwgetvices. After their last captain
(chief) Augustijn Michiels died in 1833, they didtmame any new leader. Later on, they
also renounced their Portuguese identities andlgss themselves into larger Batavia’s
communities. However, dismissal of theardijkersgroup in Batavia did not have any
impact to the othermardijkers” group who lived in Tugu village. Instead of follmg

the fate ofmardijkersgroup in Batavia, the community group in Tugu \gkamaintained
survival, not only retain the Portuguesestao language, but also the Portuguese musical
heritages, in terms of the song repertories, muséeg@ression, and organological
craftmanship.

The East Indies historians, such as Frederick denHA. De Water, and Hugo
Schuchardt considered the Tugu village people asopanardijkersgroup, regardless of
their origins. In contrary, another East Indiegdrian of Maluku origin, Manusama, and
the Dutch born Surja Brata suggested that Tuliage people are descended from the
seventeenth century Portuguese Goan navy offieemstion which also endorsed by Da
Franca, who wrote that it seems in the seventeestitury there were many Goans and
Portuguesenestizosmprisoned during the war in Batavia that the Duttier decided to
set them free. In 1661, they were converted intoteBtantism anf through the
intervention from the Portuguese church, they water given some land in the vicinity
of Batavia. (Da Franca 1985:21-22)

Manusama clearly made his remark that apart fiooed Portugueseestizovho
lived in Old Batavia city, such as in Penjaringd&®pa Malaka, Kampung Bandan,
Kampung Muka, Kampung Belakang, etc, there was atsxther foreign group from the
Portuguese colony in Goa, India who mostly werertteed navy officers. After they
left, the mestizoand the Goan navy officers mentioned before wéages around.
Because of being drifted by the indigenous peopledwe to some other historical
reasons, the Goans tried to find a new area to Tiliey travelled to the east and crossed
the Lagoa river in Tanjung Priok, then settled-dowthe east of the river, opened a new
village called Tugu.(Manusama 1919:1-6)

Surja Brata also made an important remarks abawjuTcommunity that
connected with the Portuguese Goan people, whererteslly, at the time when the
Portuguese in Indonesia has been defeated, a heatay appeared in Jakarta bay, with
the Portuguese India Goan people on board. Theyirarvery bad condition and their
boat heavily damaged, so they ask for help becthesewanted to land. After met with
some conditions concerning their religious faitieyt are granted a settlement in Tugu
village. (Brata 1968:42)

While all writers above were mentioned about thendhlis, the Coromandel
Tamils, and the Goans, then the judgement shoul@ibéorced with other evidences. It
is of important to refer to Reis Thomaz stateméoiid the behaviour of Indian Bengalis
and Tamils in Malacca, and the Goan in India. TbeUguese mercenaries of Bengali
and Tamil origins in Malacca did not have any sesfdaelonging to Portuguese identity.
They were willing to become mercenaries under RBoitge flag just for money. Though
the Portuguese authority may have sized the entiye of Malacca, they could not
imposed their faith and culture at their own ditore due to the influence of Sultan
Malacca, apart from the situation of Malacca itssfthe busiest port in Southeast Asia,
with highest mobility of its multiethnics inhabitizn
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On the other hand, the situation in Goa, India wase different. Portuguese
Goan people are considered as the worshippers tfolzasm wholeheartedly, and
extremely proud of their Portuguese identities. Gags ever been designated as “Rome of
the East”, where the Portuguese missionaries usesithe headquarter in disseminating
Catholicism to Malacca, Maluku, and Oriental Affartuguese Goan people also known
for their outstanding craftmanship in musical instent, skillful ability in adopting
Portuguese religious and secular musics from th&ugwese missionaries and sailors.
Therefore, Afonso also never hesitated to empleyGban people as troops, musch more
than just mercenaries in military service to gutwe Portuguese strongholds that spread
over the Goa, Malacca, and Maluku spices islands.

Tugu Village People

While notion to identify thenardijkersgroup taken to Batavia as the Bengali and
Tamil origins war prisoners from Malacca have beedorsed, it was a different story to
the mardijkersgroup in Tugu village. They were believed as Godgin that possessed
the toughness to maintain identity and artistidl $kiPortuguese culture, more stronger
than themardijkersgroup in Batavia. If later the large group in Bégahad given up
their Portuguese identity, the minority group ingliwillage managed to maintain their
Portuguese intangible heritages that only Goan lpeoay have taken for granted to
have been able to struggle for it.

Based on Brata’'s notion, there is another evidérare the historical fact that in
1620s, the Dutch had ever imposed military actmmatrd the people of Banda island in
Maluku, in order to strengthen their spices mongpal the entire Maluku islands
(Ricklefs 1991:45). Almost the whole population Bdnda were captured and taken to
Batavia as prisoners, but many of them were kiiged Only very few could have fled to
nearby Kei, Amboina, and Ceram islands, though sorag have tried to sail to distant
Malacca particularly navigated by the Portugueseynaficers, as reported by Brata.
However, on their voyage to Malacca, their boat wascked off-shore of Batavia bay.
After being captured and imprisoned by the Dutdigyt are urged for clemency.
Eventually in 1661, they were released by the Daftér become the member of Reform
church, and granted a land outside Batavia as tiesirsettlement. They have become the
first generation of Tugu village community, as Rgdese creole mixture of Goan and
Bandaneiran, who spoke Portuguesstaolanguage, and inherited Portuguese craft and
musical art.

Portuguese Goan people were accredited to inteodR@rtuguese music in
Maluku, based on their repertories of Portuguesditionalfadg a folk songs either was
inherited from North African Moorish Islamic danb®resco,or from the heathen West
African Cape Verde cafre dan@afrinho. Those Portuguese fados had been the original
form of today Indonesian musical genre callkdroncong Undoubtedly, Eastern
Indonesia particularly Maluku islands were the tauf keroncongmusic, disseminated
by the Portuguese sailors along with a guitar-lkgrument, and seemed to have been
rapidly accepted by the indigenous population (Bed®76:14). Also in Maluku islands
today, the Portuguese influence is still found @mnts of Catreji dances,Bastidor
ensemble, and Hawaiiarkuleleinstrument adapted from Portugueseaquinhoguitar.

Tugu village that lies isolated from Batavia hadda its Goan people overthere
were in need of the art by their own destinatiomgd community then creatively
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embarked in the traditional music in the form oftBgueseMorescoand Cafrinha. As
Goan origin, they could manage to fulfill theinging activity by craft-making an
accompanying guitar likekuleleinstrument, which they calledkeroncong

Tugu Village Community

Tugu village that lies isolated from Batavia hasde its community gradually are
in need of the ‘art by destination’. The Goan Tygwple overthere creatively embarked
in their traditional arts in the form of PortuguéderescoandCafrinhg the music from
the past time that they ever learnt from the Partsg sailors in Goa, India. As Goan
people in India are known for their artistic qualithen their ability to revive the
keroncongmusic in Tugu village was undoubtedly due to timatural talent in arts, their
incredible skill in adopting the Portuguese art angic, and their handy craftmanship in
making the Portuguese musical instruments, all wezerporated into a new emerging
musical genre dkrontjong Toegoe

To reinforce Brata’s notion on the origin of Tugammunity, it is of important to
refer to Reis Thomaz statement about the behawbuindian Bengalis and Tamils in
Malacca, and the Goan in India. The Portuguese enaries of Bengali and Tamil
origins in Malacca did not have any sense of belapngo Portuguese identity. The
Bengalis in Malacca also have no good reputatiothé@ir work, while the Tamils have
some priviledge status connecting to the palacSuifan Mudzafar Shah. They were
willing to become mercenaries under Portuguese flagj for money. Even the
Portuguese authority may have sized the entireafitylalacca, they could not imposed
their faith and culture at their own discretion doethe influence of Sultan Malacca,
apart from the situation of Malacca itself as thesibst port in Southeast Asia, with
highest mobility of its multiethnics inhabitants.

On the other hand, the situation in Goa, Indiaenguite different. Portuguese
Goan people are considered as the worshipperstbhbl@asm wholeheartedly, and proud
of their identities. Goa have ever been designatedRome of the East’, where the
Portuguese missionaries used it as the headquartdisseminating Catholicism to
Malacca, Maluku, and Oriental Asia. However, thetiguese secular musics either from
the North African IslamidMorescq or the Heathen African Cape Ver@afrinho were
also familiar amongst the Goan people. Becauseheir tmentality, Bengali and
Coromandel people in Malacca were equalled tarihedijkersgroup in Batavia, where
in such a poor condition they could not afford étam Portuguese attributions, and later
dissolved themselves into larger urban Batavia canity. That is a far different
situation compared to the Tugu community, who mgadato maintain survival up to
now. They inherited the knowledges of Goan peoplparforming Portugueddoresco
and Cafrinho as the main repertories. They also inherited ttadtrnanship of Goan
people in making the Portuguese guitar instruments.

So in order to distinguish them from tieardijkers group in Batavia, Tugu
village community can be defined as: (1) a patkidingroup of the adventurers that have
been living in Tugu village for more than three tteies since 1661; (2) an exclusive
group of musicians with thelkkroncongmusical legacy that took the leading part in
cultural interaction of Portuguesdorescoand Cafrinhg (3) a christian minority group
who historically owned the Church established kstidus Vinck in 1748.

The adventurer quality of Tugu community was shaiftar they survived from a
genocide policy imposed byOC by sending them to Tugu village, a waste area with
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high potential of epidemic malaria from its vamyl.sThey maintained survival in Tugu
village though the living condition was very poarqaoted by Schuchardt.

We live in a small village called Tugu, district Bleccasie sub-district of Meester

Cornelis. Tugu village is located near the sea;swhere the climate is hot, and the
drinking water is difficult to find since all theels water there tasted salty. (Schuchardt
1891:42-43).

Tugu Community Church

Another important heritage of Tugu community whs tistorical building of
Tugu church, established in 1744 by Justinus Vunutter patronage froMOC Governor
General Gustaaf Willem Baron van Imhoff. Tugu clumas completed in 1748, and
inaugurated by Mauritz Mohr, a German priest angndist who lived in Batavia.
Justinus Vinck presented the entire Tugu churchdimg as his goodwill and charity to
Tugucommunity.

Tugu church building built in 1748 by Justinus Wnc
where the style reflects the 18th century Dutahigecture
(Heuken, 1997)

Tugu church’s service was supervised under thetDWillemskerkchurch in
Batavia. Its liturgical service was uniquely accamied byKrontjong Toego@ensemble.
After the independence, Tugu church temporarily agea their own congregation.
Today the church building has been declared aspteserved cultural monument by
Jakarta provincial government, through a Governbesree on 20 October 1970, but the
building is remain used for the church service ngadaunder the organization Gereja
Protestan di Indonesia bagian Barat (GPJB)y West Indonesia Protestant Church.

GPIB is the largest organization of Protestant churchindonesia with their
Synod office atGPIB Immanuel former Willemskerk church. GPIB welcomes any
worshipper to join the congregation regardlesshefrtethnicities. When Tugu church is
amalgamated int&PIB in 1962, the entire Tugu community were automaicgalined
the congregation. However aftéiPIB Tugu imposed their standardized regulation to use
the organ as the only acceptable liturgical acconmpent to replacé&rontjong Toegoe



63

ensemble, Tugaommunity were upset and gradually withdrawn fiGfRIB Tugu to join
another churches.

Two signboards at the entrance gate of Tugu Church
(Nadapdap, 2003)
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At present, almost none of them are still memlfecangregation, as a
result of GPIB negligence to respect their traditional custond #re cultural heritage of
Tugu community, in regards to the historical baockgd of its establishment, when
Justinus Vinck built Tugu church as his goodwillttee Tugu community indigenous
Christians.

GPIB Tugu Protestant Church’s Sunday Service
(Ganap, 2005)

Tugu Community in Exile

After more than two centuries living in Tugu vidie, Tugu community in 1920s
consisted of nine main families, namely Abrahams)dies; Cornelis; Michiels;
Salomons; Seymons; Quiko; de Sousa; and Braung.ifitegrated into a kinship system
of their living as the peasants, apart from thaimprdialistic spirit in Portuguese
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identities. As theinheemsche christenenTugu community comfortably enjoyed
protection and priviledge during the Dutch colorpatiod. It is not surprising when the
Dutch forces in 1942 left Batavia after the Japartesops invasion, they were at a great
loss. According to Yapi Tambayong, during the Jasanoccupation, Tugu community
ever been attacked by the unknown group from thehyeTanjung Priok port. They
charged Tugu community as an exclusive group, pvetected by the Dutch colonial
authority, and arrogantly stayed alien from the@unding societies.

The uncomfortable situation for Tugu community tbamed for the next two
decades after the independence from 1950 to 19f6reamhe anti-Dutch campaign in
Indonesia at that time had a negative impact tmtheis for that reason in 1950 most of
Tugu community left their village and migrated tolldndia, the capital of Dutch Papua
New Guinea, where they stayedARO Toego€Arquivo Portugués Orientakamp.

Tugu refugees at thePOkamp in 1950-1962 Hollandia,
Papua New Guinea registeredfaguivo Portugués Oriental Toeggeoup
(Fony Kantil, 1997)

According to Fony Kantil, in 1962 when Papua Newir@a integrated into the
Republic of Indonesia, thaPO Toegoegroup also followed the Dutch troops back to
Holland. The Dutch government considered them fagees and temporarily stationed at
Pieterberg kamp in Westerbork, and in Willem de jgarikazerne. During their stay in
Westerbork kamp, the Dutch Queen Juliana has asged them, where they also have
their own congregation church. Though the Tugu camityg are in exile in Westerbork,
they never lost the identity as tkeroncongmusicians, as shown below, played by the
elder community, where the younger group also hatt bwn music ensemble. A year
later in 1963, the Dutch government sent them ton8me, another Dutch colony in
South America, a¥oegoe Kondrgroup posted in Louis Zieselweg, Slootwijk, a réeno
area far from the capital city Paramaribo, wher@rtigondition are not better than in
Papua New Guinea. The men worked as the farmele wie women taught in the local
primary school for Tugu children. In 1967 afteryttabtained the Dutch citizenship, they
were repatriated to Holland, but no more stay enkbmp. They lived normally like any
other Dutch citizens scaterred around the citiethenNetherlands. In 1976, after for the
first time they get contact with Tugu community indonesia, they established an
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association calle&tichtingSOSTugu (Save Our Tug8ouls Foundation), especially for
theToegoeneze(Mugu community) in Holland. In 1997, they reorgaa and reinforced
the association and renamed iCes Toego€Commissided by Samuel Kantil.
Krontjong Toegoensemble in Westerbork kamp The Netherlands
performed by the Tugu community in exile
(Fony Kantil, 1997)

The first contact between Tugu community in thethgdands and Indonesia
occured in 1976 when Arend Julinse Michiels, semitgmber of Tugu community
visited Holland after he established Tugu Commu#isgociation KKBT). As the new
chairman ofIKBT, Arend considered of important to introduce thregwv association to
theToegoenezem Holland. Arend had successfully convinced themtheToegoenezen
in Holland was also determined to establish a sirmaissociation calle®tichtingSOS
Tugu. Establishment of the associations, both dohesia and the Netherlands had the
basic mission as a means of communication chanrstténgthening the relationship and
brotherhood amongst the Tugu peopkBT in Tugu village today is led by Andre Juan
Michiels, after his father Arend Michiels died i®92. In the meantimeDe Toegoe
Commissidan Holland also delegated their activities to yloeing generation led by Fony
Kantil.

Tugu Musical Heritage

The most important property of Tugu communityhgit keroncongmusic, that
had survived for more than three centuries sind&&l18ccording to Jacobus Quiko, a
member of Tugu community, Portuguese element casee®m from the existence of
keroncongthat was originally come from Tuguillage to denote a local madgulele
guitar instrument, before it also became the nafmésanusic. Particular attention that
given by Indies community in Batavia keroncongmusic was among the reasons to the
survival of Krontjong Toegogea legendary music of Tugu community. It was reioéd
by Portuguese, and Indies repertories played byTitmpu keroncongensembles. The
regular appearance Bfontjong Toegoén Pasar Gambir Night Bazaaturing the Dutch
times had attracted the Batavia Indies communitywatds the keroncong They
consideredkeroncongmusic as arars novathat fulfilled the musical taste of urban
community. Krontjong Toegoeas the generic form dfteroncongmusic became the
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prototype of a new musical genre in Batavia. Thergevhich is quite different from the
Western classical music that supported by the Delith society, and the gamelan music
that belongs to the indigenous people in Java.eQaditarian style okeroncongas a new
music was soon accepted and gained popularity mitie urban community in Batavia
and other cities in Java.

Five stringskeroncongnstrument made in Tugu village
prototyped by the Hawaiiankuleleand the Portuguesmavaquinho
(Manusama, 1919)

Apart from the information written by Indies lostns, the long historical
journey of Krontjong Toegoeremained a mystery. According to Frieda Manusama-
Moniaga the activity oKrontjong Toegoean be archived only from 1925, or the eight
generation after their first Tugu village’s ancesto 1661. It was the time when Quiko
families led by Jozef Quiko together with Bernardik® establishedMoresco Toegoé
ensemble which lasted until 1935. During that tilkeroncongmusic has gained
popularity in Batavia and other big cities in Jag&veralKeroncong Concourswere
held by the Indies Radio. From 1935 another Quéwmilies led by Jacobus Quiko and
Bartho Quiko continued to manad#oresco Toegodl, and passed over the hard times
during the Japanese occupation, and the strugglesdependence from 1941 until 1950.
For the next two decades until 19%xrontjong Toegoewas suspended due to
unfavourable political situation that has preveniedgu community from performing
theirkeroncongmusic.

In 1971 when UNESCO produced their collection obrld Music Series, they
made recording onKrontjong Toegoe Jacobus Quiko responded positively this
opportunity and together with his brother SamuekQuhey revivedVioresco Toegod
ensemble, with a specific title written in UNESC@lave asMoresco Toego®oesaka
Anno 1661 ensemble The production ofKrontjong Toegoeby UNESCO was a
monumental event for Tugu community, as their mbsigan to enter the global world.

Krontjong Toegodas been recorded by UNESCO in 1971 throughvtbeesco
Tugu ensemble, with a special namePagsakaAnno 1661 in identifying their musical
heritage since 1661. The ensemble played somedndipertories that included love
song such aSchoon ver van jo(see transcription 7), and the populard Batavia sung
by septuagenarian singers Grandpa Waasch and Gaa@tristine, accompanied by (see
Figure 8 from left to right), Frans Abrahams on et guitar, Fernando Quiko on
rebang Grandpa Waasch, who also played rieecing Elpido Quiko on triangle, Arend
Michiels on cellopizzicatqg Jacobus Quiko, as the group leader on violing@loguiko
on first guitar, Marthen Sopaheluwakan on secondel& and Samuel Quiko on first
ukulele. The repertory more or less reflects ttaaard of moderiKrontjong Toegoe
that included some Dutch love songs, without angtUgoiese repertory. Meanwhile, in
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showing their patriotic spirit as the Indonesiatizen, they included a national song
Halo-halo Bandungomposed by Cornel Simanjuntak to memorize Bandhengic fight
against the colonial forces. The other repertosaies Betawi folk-songSurilang and
Stambul Jampangerformed with othekeroncongsongskopi Susucoffeemilk),Nanas
Bogor (Bogor's pineapple), andintang Surabaya(Surabaya’'s Star Lastly, Kr.
Pertemuanis the only standardize&Keroncong Asli(lit. original keroncongy form
included in the repertory.

Krontjong Toegoensemble biorescoTugu Poesaka
(UNESCOMusique du Mond&erial #13, Paris, 1971)

JAVA 13

krontjong de tugu

Krontjong Toegoemaintained survival for than three centuries doethe
following reason: (1) its style as ams nova new kind of music which is not Western
classical nor traditional classical music, a poputasical genre that in general loved by
urban community; (2) certain facilities given byet®utch authority for the group to
perform in the annudPasar GambirNight Bazaar Festival in Batavia in celebrating th
Queen’s birthday; (3) income generating by prodgdeir musical instruments that
marketable to BataviaBasser Baroenusic shops; (4) constant communal supports from
Batavia’s Indies community; (5) perform the Indrepertory inkeroncongstyle to suit
the musical taste of contemporary Batavian; (&jiti@nhal kinship system amongst the
Tugu community in cultivating and sharing their gadice crops; (7) entrenched culture
to annually observe and celebrate their traditideativals namelySagu-Sagubread
powder), on Christmas dajyjabu-Rabu(for awhile), on New Year day; ardandi-
Mandi (bathing), in closing the New Year festive occasas a means of clean up
themselves in a new live for the whole year, heidewery first Sunday in January, the
event today that always attracts the national aternational printing and broadcasting
medias, beside the overseas tourists.

But afterKrontjong Toegoeegenerated to the ninth generation, they areddevi
into several groups. In 1976, a new ensemble fadifge Michiels families, namely
Krontjong Toegoeensemble. When Jacobus Quiko died in 1978, Sarogether with
Fernando Quiko (Jacobus’ son) continued to mamndgesco Toegodl ensemble. But
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later in 1991 Samuel Quiko considered as necedsaegtablish a newafrinho Tugu
ensemble, to mark the initial exposuredatfrinho after the existing/loresco

Krontjong Toegoensemble bivlorescoTugu
(KOMPAS Third Millenium 1st of January 2000)

The wind of change blows after all the eight getienaof Tugu musicians passed away.
Samuel Quiko as the only member who still alive dad feel as appropriate to remain
bringing up theKrontjong Toegodegendary label oMoresco Since thenKrontjong
Toegoeis represented by more than a single group orgdnizy Michiels family and
Quiko family.

Krontjong Toegoensemble by afrinho Tugu
(Samuel Quiko, 2002)

Michiels family with their Krontjong Toegoe ensemble declared their
commitment to preserve theroncongtradition amongst the Tugu younger generation,
and maintain the original Tugu style by using athlg local instruments, local musicians,
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and the traditional Tugu musrepertories. On the other side, the missiorCafrinho
Tugu ensemble by Quiko family means business, nleedrofessional musicians and
popular musical fashion.

Selfportrait of Andre Juan Michiels
the incumbent leader &frontjong Toegoand Tugu Community Association
(Ganap, 1998)

Since 1989,Tong Tong Foundation in The Netherlands has been inviting
Krontjong Toegoeperformances in their annual Great Night Bazaastia in Den
Haag. In 2002Krontjong Toego@articipated in the Nusantara Portugal Culturativeal
held in Larantuka, Flores, a Catholic center intBigssa Tenggara province. In 2006,
Krontjong Toegoes invited to perform infempo Portugis-estival held by the Embassy
of Portugal in Jakarta to mark the new Portuguessian towards Tugu community. The
mission also initiates a friendly visit to Tugullage in 2007 by the Jakarta-based
Ambassadors of four Portuguese speaking countrieanely Portugal, Brazil,
Mozambique, and Timor Leste. Apart from those dtis, Krontjong Toegoealso
frequently appears on national and foreign telewisprograms, where the Jakarta
provincial government supports their managemerd,thair performances are constantly
appreciated by the Jakarta Metro communities. Adteecent death of Samuel Quiko,
Frieda Manusama-Moniaga, and Fernando Qutkontjong Toegoés now totally in the
hand of Tugu younger generation led by Andre Juachidls, who also the leader of
Tugu community association. He bears heavy respiibgito carry out the survival of
their musical heritages, while continue to diré existingkrontjong Toego@nsemble,
managed together with his younger brothers Artramek and Milton Agustino, his
younger sister Saartje Margaretha as lady croomrto mention his teenage son Arend
Stefanus, the rising star Kfontjong Toegoevith his fine violin performance. It ensures
the continuity ofKrontjong Toegodrom the existing ninth generation of Andre Midkie
and his brothers to the next tenth generation shildkeroncong musicians,
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Chapter VIII

Opportunistic Ideology and Performance Style
Simeda Takasi

Introduction

A Penan woman in Sarawak said, "Singing that ismmtaneous as talking is
good" Pesinuy masem pani, itew jlarAnd a man there said, "l always want to listen t
new singing" Akew pegéng kelukeniniq piaq pengaulithough the Penan people do
not speak explicitly about any kind of ideologytie transmission or learning process of
their improvisatory songssifiuy), we might infer an underlying ideology that is
something along the lines of "songs should alwayscteated anew" or "don't imitate
your teacher's song". This means thatdimelyperformance style can be transformed to a
degree in the course of time. Nonetheless, two fPgnaups in Sarawak (Malaysia) and
East Kalimantan (Indonesia), who were separates ®ach other about 150 years ago,
share an almost identical performance styleswmiuy Does ideology really have a
fundamental impact on the learning process anddhsequent formation of performance
style among the Penan? The purpose of this pageragplore the issue and show that
the Penan ideology, in a broader sense, does bahdrspact.

Two Penan Groups in Central Borneo:
Belaga in Sarawak and Benaluy in Indonesi®

In Sarawak, | stayed mostly with the Penan BetaghPenan Gang people living
along an upper reach of the Belaga river, a trityutd the Rejang (Baluy). They were
nominally sedentarized in the 1970s but, in facthserved that there were always a few
families absent from their "permanent” villagesaaly given time. Each family would
stay in the jungle to hunt animals and to collex process wild sago (their staple food)
for a couple of weeks at a time, even as recestio98.

They are also said to have begun cultivating fick in the 1970s. However, |
observed that they had consumed all their annaalatiop by June 1984, and during my
1988 visit | was told that it had all been consuntgdMay. This means that 3 or 4
months after the harvest, there was no longer a@w in their villages. During a
subsequent visit, they informed me that they hagpd cultivating hill rice in 1993 in
order to engage in wage labor at a logging comjgaayan oil palm plantation.

In 1988, the relatives who lived closest to theeravon an upper reach of the
Seping, a tributary of the Baluy. The place is dluo 3 days' walk from the Belaga
settlement. This group emigrated to the Belaga fioea the Seping about 40 years ago,
and then came back to the Seping area in the ni@sl®uring my stay, there were only
15 persons (3 families) at the village, the rebb(d 80 souls) being in the jungle. This
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group seemed to be better hill rice cultivatorsittiee group on the Belaga, but they said
they were lacking rice as early as June in 1988.

This situation seems to be similar to that of Beman Benaluy (Benalui) in East
Kalimantan, whose language is the same as the aheméoned Penan people in
Sarawak. Three of their villages are on the Luglributary of the Bahau. They were
asked to settle on the Bahau in the 1970s. Indbewy tried to do so, but after a couple of
years, they began to scatter into the jungle.

On the Lurah, a primary school was founded in 198iere are two Penan houses
made of planks near the school. One of them beltm¢jse village chiefkepala desp
but only his wife and family were present whenditgd in 1994. The chief was said to
be at his hut near the swidden field about one'doualk from the school, but actually he
was not there, having gone hunting with his compasia few days earlier. At several
temporary huts near the field, some 40 personsidimd children were present. More
than half of the field had been cleared (readyuim)y but they had nothing to eat except
some vegetables and fruits at that time.

These two groups, the Penan in Sarawak and thanP&enaluy in East
Kalimantan, share the same cultural traits sudarsguage, usage of the so-called "death-
name", daily activities, classificatory knowleddeptants and animals, and so on. Present
members of each group, however, do not know almitekistence of the other group
across the mountain range that is an internatioo@er between their territories.

As | verified their history of migration beforei(®eda 1994, 1997), the Penan
Belaga and Benaluy people have been separatedefromother for 150 years or more. If
so, their cultural similarity and coherence (inchgltheir songs and vocal expression) is
surprising, for those who are in Sarawak have lwadtant contact with the Kenyah Uma
Pawag and Sambop whereas those in East Kalimamtas een under the protection
and/or exploitation of the Kenyah Badeng; differenof language and vocal expression
between these two Kenyah sub-groups are not triwben examined in detail.
Furthermore, each group has been under a differ@ianal government: Sarawak is in
Malaysia and East Kalimantan is a province in Iresia. In this sense, the musical
tradition of the Penan Belaga and Benaluy seerhave been maintained quite well.

Sinuy and its Transmission among the Penan

There are three vocal genresn(ly, ketaruy andtivay) among the Penan. The
most often performed genre among the Penan Betagiauy3, improvised song. Most
sinuy texts relate to the expression of thanks to thésgusually sung at night after
eating wild boars or other wild animals obtainednirthe jungle. This is also the case
with the Penan Benaluy.

Music theory about the improvisatory constructafrthe sinuyis also shared in
common. | verify the same usage of technical teameng the Penan Benaluy as among
the Penan in Sarawak, suchiiaémelody'),mengin(’high-pitched")}eben(low-pitched’),
ngelebé('sing with narrowed throat but forcefully’). Tpencipal concepts pertaining to
the form and structure of the performance, narpelyebund'repetition’) anckedagang
(verb form:ngedagang'to sing imitatively'), which make every perfomea identifiable
assinuy were also mentioned by singers in both Penanpgfdu

A rule on assigning a different note value to eagflable determines the
rhythmic aspect o$inuyin general: the last syllable of a word receivaggker note value
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and accent than preceding syllables. As a resudt, can perceive most dafinuy
performances following the minimal unit of triplet dotted rhythm (for further analysis
of the rule and musical examples, see Simeda 19488b5).

We can also find the existence of strong coherdncéext building, which
consists of the usage of rhyngafl pekuajy poetic wordsgiaq pani sinuy, borrowings
from other languagespiaq sepuansuch as Malay, Kenyah and Iban), standardized
metaphors referring to the gods (or spirits) arrtie or reincarnation of human beings,
and so on. These aspects are distinctive featfiiegpoovised texts osinuy(see Simeda
1996: Chapter 4).

Among these features which determine tlntyness" or its performance style,
only two things are overtly transmitted throughbadrinstruction: the rule concerning the
rhythmic aspect and the usage of rhyme. Other $harg never (or rarely) instructed
directly. "Youngsters already know such things,ythave listened teinuy for a long
enough time" Danaq pengah mejam kenagq itew, ireh keniniq siebyglngan ping In
fact, there are no verbs equivalent to "teach'irsttfuct” in the Penan language.

As | analyzed elsewhere (e.g. Simeda 1986a, 198889, 1991), thesinuy
performance is interwoven with the religion andesppeacts of the Penan. Some of the
Penan in Sarawak are said to have been convert€trtstianity, but most of them still
rely on the belief that certain animals (especiafiyne species of birds) are heralds of the
gods who indicate whether or not they should perfardaily activity such as hunting,
collecting, or making blowpipes, to mention judew.

The way in which they interpret bird voices asgd®s in the Penan language is
one basis osinuyconstruction. This patterned listening to birdéofws the same rule as
mentioned above, namely assigning a different wakee to each syllable to be sung in a
sinuy performance (see Simeda 1986b).

Therefore, Penan children old enough to understiary Penan discourse already
begin to learn the rhythmic aspect ©huy indirectly by means of patterned listening.
And novice singers, when instructed explicitly abthe rule, begin to understand not
only listening but also performinginuy The way to treat specific text, however, is not
taught. Each person should find his or her own &&xt try to treat it properly by himself
or herself.

As for rhyme, experienced singers often talk abtsutmportance in relation to
the deities: "Without rhyme, the gods cannot peeedhe song as a single composition
sung by a particular individual(s)Déun yeng puqun gaq pekuaq, baley yeng mejam itew
sinuy pekuaq jah kelunanDespite this deep appreciation of rhyme, theyendeach
how to develop a text with appropriate rhyme. Necsjic example is ever given.

Including all the features mentioned above, ad aglmany others, the theory
about the improvisatory construction of th@uy shapes its performance style (Simeda
1994). With the theory and sufficient Penan languegmpetence, anyone can construct
asinuyand refine it to the ideal level, even while siftiat a desk. It seems that, for both
the Penan Belaga and the Benaluy, an ideal perfarenaf asinuy can be achieved
regardless of whether the song is constructedeati¢isk or on the spot. Therefore, it may
be seen that the theory should be transmittabtet &eems to be a prerequisite for the
formation of a satisfactorginuyperformance style.

However, the key point is "sufficient Penan larggiacompetence”. To obtain
such competence, one must grow up as a Penan.isgary songs are treated just like
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spoken language: poor performances are severdigisad just like bad speech is
criticized, and excellent or ideal performances soeght by the performers themselves
just like people are motivated to refine their ogpeech. Penan parents and elders often
provide negative commandments such as, "don't sely a thing", but they rarely give
positive commandments such as, "you'd better ddgeithis”. This type of freedom to be
creative is the crux of improvisation.

To a large extent, children acquire linguistic ligpiby themselves. They
accomplish this by analysing, interpreting, andtlsgsising various series of vocal
sounds that their elders utter. And to ssauyis, in fact, to speak the Penan language in
a particular manner.

Deviation in Language andSinuy

Both the Penan Belaga and Benaluy maintain alhestsame language. (This
was unintentionally proven when a Penan Benaluy exgnessed surprised at hearing his
own language spoken by a Japanese whom he médtedirst time.) There are at least
two kinds of differences, however, between these thalects of Penan language:
borrowings (loan words) from neighboring swiddenensd substitution of nominative
personal pronouns for possessive ones.

Examples of the first type of deviation are: thee wfbayaq ("new" in Kenyah
Umag Pawagq language) in Belaga; amanoq("bird" or "rooster” in several swiddener's
languages) in Benaluy. These borrowings are uséadmy when those swiddeners are
present at a Penan village, but also among thenRéeanselves.

An example of the second type of deviation ocaungn Javanese government
officials come to the village: most of the Penam#&ay stop using their own possessive
personal pronouns, as a kind of accommodation eolabk of declension of personal
pronouns in Bahasa Indonesia. This happens eveighhmost of the Penan are not good
at speaking Indonesian, and even when the vistiffigials do not speak the Penan
language. The substitution also occurs occasiomatigng themselves. The Penan know
that this is an obvious deviation from their owamgmar.

They say, however, that these types of deviatemesnot wrong because it is
common to use borrowings and unusual wordsimuy (Itew bareng salaq kenag ami
miaq sepuan sakay ngan sijuyhey do not care about the purity or correctregdbeir
language in these cases. "That's our languddasém itew piaq ami

A similar attitude can be recognized Binuy Among hundreds ofsinuy
performances that | recorded, there are some césms of musical deviation. All of these
examples, performed by experienced singers fronh lie¢ Belaga and the Benaluy,
deviate from the rule concerning rhythm. The lgdiable receives shorter duration than
the penultimate syllable in some cases, and tivesesyllables receive equal duration in
the other cases.

In one case, when asked, the performers said:éXteptional, you know. Most
words are sung with longer note value on the igiitde” (Itew dagay, éq la. Lan metah
ngan nyerating ket piaq dalgnBecause | was with my Kenyah friend who wasaallo
government official working in a town named "Binttyl it is noteworthy that one of the
repeated "exceptional® words that we heard Wwéstulu (the Penan equivalent to
Bintulu).
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In some other cases, the performers said thadekmtion was intended in order
to sound like a Kenyah sonij€lu ami itew ngeniniq kenaq kelidug KenyaWhy would
they intentionally give the impression of a Kenyadng? Their answer was: "Because
you are a friend of the Kenyah as well as us, yostriikke such a kind of songKégaw
bakéh ami ngan Kenyah la, ngan itew lan ko kelurkgmiag masem itejv

It is certain that these singers are adept atgihgrtheir performance according
to the situation. This ability is one of the essdntharacteristics of singers who are
esteemed as "knowing how to sisguy' (mejam manew sinllyHere, no "deviation”
exists.

When they sing like talking, any theory or setwés such as | described above is
outside their awareness. Their bodies know howing snd are ready to perform
accordingly. What they care about is to performrappately in the specific context of
the moment. Traditionally, the audience is, in mezses, limited to the Penan themselves
and their deities. However, every performance breéed was automatically in another
context due to my presence.

Let us, for a moment, consider another example dhly vocal genre of the
Penan that has a (mostly) constant melody andigektay. Originally, tivay is said to
have been sung to call the spirits of ancestors,ths now sung outside this context
among a couple of Penan communities in Sarawaler®nan communities in Sarawak
are in the process of abandoning it. Tivay is performed rarely now, and most people
affirmed that it is "uninteresting'b@reng mj and "bad to hear"séqat keninL (As an
aside, | should point out that some of the old naemong the neighboring Kenyah
claimed that this genre was adopted from the Kenyahindonesia, the Penan Benaluy
told me that they forgot how to siigay a long time ago (maybe 20 to 30 years ago).

Talking with them about the reason why _tivay uménteresting and bad to hear,
| came to recognize their ideology or way of thimki Explanations such as "voices
should always be new'P{ag meseti pegéng maréndif a song is not created on the
spot, it does not have the poweda(in yeng manew sitew, piag itew yeng puqun
pepusi}, and the two statements cited at the beginninthisf paper -- all reflect their
pragmatic and opportunistic ideology.

When you meet a wild boar, you must throw your asper bush knife
appropriately for the situation: when you are aJoymu have to aim at its heart; when
with somebody else, you should coordinate withdusons; and when with dogs, too, it
is better to wait for a moment and coordinate.

Just as the success of their hunting activity ddp®n luck, and thus a successful
hunting trip never happens the same way twice, ety is sung but once in its
particular context. (I have no space to discussdeelogy of the Penan and other hunter-
gatherers in the world here. For a more detailedudision, see Sellato (1989 [1994])*5,
and Simeda 1993.)

According to their opportunistic ideology, the Ban people prefer the
improvisatory sinuy to the rather fixedivay. Sinuyperformance style allows them more
"deviation". They will probably abanddivay completely in the near future, bsihuy is
still alive because it is more flexible and thugtatle for reconstructing and expressing
their changing daily experience.

Opportunism and Transmission
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It is difficult to find such notions as "traditibror "transmission” in the Penan
culture. They show little attention to their past had to arrange to collect and interpret
data from the Kenyah people in order to reconstihetPenan history of migration -- and
their children "come to know"jgdi mejan) cultural things includingsinuy with very
limited direct instruction.

Although it is true that the distinctnesssiriuyis guaranteed by a theory or set of
rules shared between the two groups in SarawaKratahesia, the opportunistic Penan
pay little attention to the transmission of it. Rat they care about the appropriateness
and effectiveness of sinuy performance, judging it in terms of the specifantext in
which it is being performed in the present moment.

As their language (or its grammar) is maintained tansmitted through its daily
use, children come to know teguygrammar through its performance. The phrase "sing
like talking" expresses their opportunistic ideglag their way of life. This ideology
does not limit, but rather widens, the opportusitie performsinuy -- a situation that
does not apply tavay.

The performance, in turn, enhances the coherehti®ogrammar, even though
the performance deviates from the grammar in sonis details. (Compared to the fact
that tivay is dying out, the coherence of tBewuy performance style between the two
groups of Penan is surprising.)

Furthermore, opportunistisinuy and linguistic performances, which sometimes
show grammatical deviations, prove and maintainvedae of their opportunism as long
as those performances yield some kind of profigj #mey do indeed, up to now. For
example, | visit the Penan occasionally, spendiogey in each village and giving gifts;
in addition, government officials and neighboringddeners invite them to local events
and patrties.

After 150 years of separation between the two gsaf Penan, both the language
and thesinuystill retain their respective styles. Penan oppustic ideology, seemingly
destructive to the coherence of performance sadgyally plays an important role in
maintaining it.

Notes

1. This article is a revised version of a paperdraa the world conference of the
International Council for Traditional Music (ICTNWeld at Hiroshima in August 1999.

2. My fieldwork among the Penan people in Sarawdddaysia was done in 1983, 1984,
1988-9, 1990, 1997, and 1998. In East and Wesni€alian provinces, Indonesia, it was
done in 1994, 1997, and 1998. For the first expmditl983), | received a research grant
from the Kansai Chapter of the Musicological SocitJapan. The research expeditions
in 1988-89, 1990, 1997 and 1998 were supported Gyaat-in-Aid from the Ministry of
Education, Japan. And the research expedition 4 1®as supported by The Japan
Foundation and Institut Seni Indonesia, Yogyakaktappreciate their assistance very
much.

3. The termsinuy has multi-layered meanings, but | must avoid erpig its full depth
here. On the lexical analysis of the term, see 8a{@986b:183-4).

4. The concept of musical theory in general, arddiscription and interpretation of that
of the Penan in particular, are discussed in Sinfg8&8). "To sing imitatively" is a kind
of accompaniment in unison: the follower(s) whacbahe words of the main singer will
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sing part of the newly improvised text. Except ®nuy petikun(solo performance
usually by a woman), there is at least one persangdgedaqag, especially in a long
performance (i.e., more than half an hour). Fomga, the main singer repeats one line
or phrase twice; the follower joins the singing thle second repetition, during which
time the main singer may stop singing in orderdostruct the next line.

5. | am indebted to him for the depth of my underding of the relationship between
opportunism andinuyperformance. He confirmed my ideas and insightseartouraged
me to develop them.
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Postlude

Ritual, Public Performance, and Tourism
(Cases in Japan and Indonesia)

Simeda Takasi

Ritual

Ritual, in its original or strictly defined meaginis a system of conventional
activity handed down traditionally; it is believéal heighten the possibility of survival
(though it might be only a little) of any societygroup which depends on uncertainty of
the natural environment. There were no other choicavhatever there seemed to be, its
trial was inhibited because it meant a clinicalexmpent on all members of the group.

In most cases, this kind of ritual is accompangth music or musical activity.
The music realised there, however, should be peddrappropriately, following the
proper procedure within a certain framework of titeal. Therefore, there exists no
"aesthetic judgement”; any judgement of good/badght/wrong, if exists in any way, is
done from the viewpoint of correct execution of theal process as a whole.

However, what is "music" (or "dance", "theatrehdaso on)? By using these
terms, we may impose some bias upon these actiwtienamed: in fact, most Japanese
did not have any concept something like "music'iluhe beginning of the era of Meiji
(1868); peoples in Kalimantan neither, 100 years. digwe call a part of the ritual as
music, we often imply that it is not only a componhef the ritual but also an object of
aesthetic (value) judgement. This is one of theoirtgmt factors posed from outside that
have some effect on the ritual and its performakdée should take into consideration this
kind of academic bias when we talk about the charfigiee rituals.

Transformation (modernisation) of rituals in Japan

In Japan, most rituals have changed in their fancind content since as late as
1960s: for examplekagura (a dance performance devoted to the deities ofSthato)
andbon-odori(dances with songs performed in the middle of Atigwhen the spirits of
ancestors are believed to come "home"), to merjtishtwo. Major causes of change
were: the decrease of the number of bearers, edlyeof younger generation, in the
community following the development of industriali®n; the decline of traditional
beliefs in the Shinto and Buddhism as a result ofl@misation (in some part, this was
also the result of industrialisation which lowertd@ value of traditional rural life with
many religious aspects).

After a couple of decades or so, people beganryotd revitalise such
performances in many villages. One of the most jgnent action was to organise a so-
called 'hozon-kdl (preservation association) to preserve and/oivatet the ritual or
performance. In order to achieve its purpose, & harked as an organisation, for
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example, to buy and repair things necessary forptdormance, to solve financial
problems, and, of course, to practise the perfooman

The foundation of hozon-kai meant the beginning of modification or
transformation of the form, function, and contefttlee performance. In some cases,
people began to isolate the performance from igir@l (religious) context; or to try to
reconstruct its "original” style back to 100 or A@ars ago, in other cases (often with the
assistance of expert such as folklorist, histooftine performing arts, ethnomusicologist,
and so on). Though there were substantial amouninfidience from the outside
(including academic one mentioned before), theseesavere internal, anyway. The
bearers themselves felt like preserving or actidptheir traditional performance, even
though with some modification: the decision was enbg the bearers themselves.

The situation changed drastically when the govemal support to the
preservation associations began. Some associati@ne registered as "holders of
important cultural properties” and others were fibie registered associations, receiving
support from the state as well as local governmieatame thought their performance
authorised by the government as "original’, "autit8n and/or "good". Their
performance became known to people in general,dpen to tourists. Other associations
which were not registered were forced to "elabdr#teir performance in either of the
two directions. One is toward a "better" performantits original context, and the other
is toward the one in the aesthetic sense of thd Waetter".

Along the process as mentioned above, the perfiresahave changed in many
aspects. We can find the two extremes. One is #se that a kind of "inflation" of
performance happened. Every detail of the perfoomas revised from the aesthetic
viewpoint, which may lead to the professionalisatad the performance. People tried to
make the performance more attractive, intricategrfi To achieve the purpose, they had
to practise for a longer time than before. Themfdhe participants became limited to
persons who had enough time for the practice. Bextby the limited and rather fixed
members, the performance became more and morerafepavith requiring higher
techniques and skills; then it became necessarpragstise much longer; then the
participants were limited again. The final resulttlis cycle is professionalisation, and
there are more than 10 such groups now in Japay. @dn gather many tourists from all
through Japan every year.

Another extreme is that the performance becameedtgped, with losing the
tension of performers because of the lack of soaltairal (especially religious)
background. In this case, the bearers tried to kkep performance as it was (or had
been), strictly prohibiting changes. The changesg,hgowever, means only those of the
performance itself (for example, melody, arm positi costume, and so on), not
including its context: in fact, it had already cbed severely. Most performers did not
believe in its original religious function, but thare prohibited to perform it free from its
original style and details. Now, the performancen$y for some of the historians of the
performing arts (virtually, their disciples).

Most cases in Japan, of course, are situated batéese two extremes. In any
case, however, the point is almost the same: tHerpgance becomes losing its original
corporality or corporal motor sense. In the forrma&se, people try to extend their capacity
of motor learning into the level of modern perfongiarts, and in the latter, they reduce
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their traditional motor learning process to a mimmmso that even a 10-year-old child can
perform accurately.

Some Cases in Sarawak and Kalimantan

In Sarawak, | stayed mostly with the Penan BetaghPenan Gang people living
at Long Urun and Long Ketuet on the upper reacthefBelaga river, a tributary of the
Rejang (Balui). They were nominally sedentarisedhe 1970s but, in fact, there were
always a few families absent from their "permanesiifages at any given time. Each
family would stay in the jungle to hunt animals aadollect and process wild sago (their
staple food) for a couple of weeks at a time, eaerecently as 1988.

There are three vocal genresin(ly, ketaruy and tivay) and three kinds of
instrumental music (solsapeh[two- to three-stringed plucked lutdderegot[nose flute
with three or four finger holes], anldit [jaw's harp]) among the Penan. The most often
performed genre isinuy, improvised song. Modinuytexts relate to the expression of
thanks to their gods and spirits, usually sunggtttrafter eating wild boars or other wild
animals obtained from the jungle.

As | described and analysed elsewhere (Shimed&al9%®86b, 1988), musical
theory about improvisatory construction of thiewuy is transmitted as a part of their
religion. In this sensesinuyis not music but a kind of ritual, ability to peri sinuy
being a special type of linguistic one in religiatmtext. Its performance needs a certain
kind of corporal motor sense which is embedded Ige&p the religious experience
(Shimeda 1996: 110-124). And seeing the matter fitmopposite side, we can interpret
sinuy performances as a medium to make their religiah language use become more
immanent.

Their "traditional” religion, however, is not agoequisite tosinuy performance
(Shimeda 1994: 275). It has possibility to be penied in the entirely new context. Their
opportunistic point of view (cf. Sellato 1989) matyangesinuyinto quite different one in
near future, and if so, th@nuyspecific corporality will be lost. The process vae not
so far from that in Japan, but one of the biggeferénce is that the influence of
governmental policy is very little on the Penan @& until now. As | mentioned
elsewhere (Shimeda 1994: 276), the people of PBetaga can choose one of the ways
to create their own "new" tradition by themselvwegh devising another way of motor
learning.

Some of the Kenyah people (Uma' Pawa, Ma' LonggeBg, etc.) in Sarawak and
Kalimantan Timur show rather different process frimt of the Penan. As tteapeh
(sapih or sambé music is famous especially in Sarawak, the plgyhit is one of the
dominant musical activities in many Kenyah villagéhe sapehhas been used as an
accompanying instrument to dance which is a parit@dl. Though most of the Kenyah
people are now converts to the Christianity, thecdaperformance accompanied by the
sapehis thriving.

In some villages in Sarawak, however, tagagehmusic is now in use for the
accompaniment to dance. In some cases, the souedemrded by themselves 10 years
ago, but now the tapes recorded and sold by modigsiry are used by the majority of
such villages (note that these villages are siitlanty among the whole Kenyah groups).
Such tapes were already sold as late as mid-70théin major target was tourists from
abroad. As the inland peopleréng uly became rich, they began to buy such tapes for
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individual or communal entertainment. There are eaniluence of the policy by the
Sarawak government in conjunction with foreign eigation: for example, the Japan
Foundation had a project called ATPA [Asian Tramhal Performing Arts], one of the
topics focussed in the first seminar concert heldakyo was thesapehmusic of the
Kenyah (Koizumi, et al. 1977).

| have not encountered such a case in KalimanitaurT but it may occur in near
future. Here we find the professionalisation anchimisation of motor learning at the
same time. The corporality related to thepehplaying is abandoned, and the dance is
also likely to change in the new situation. (We @aéso refer to the social factors which
make gong ensemble of the Kenyah Uma' Jalan syragran example of minimisation,
see Gorlinski 1994.)

Tourism and Public Performance

As an object of tourism, the performance tend$¥doudged aesthetically, the
process of motor learning changed. Is it necestamyever, to professionalise in order to
develop the tourism?

As cases in Japan show, the point seems to bé tdheppends on how the bearers
themselves think about and which way they decidéake. As a part of ritual, most
traditional performing arts were not open to puleven prohibited outsiders from
attending or seeing it, in some casekagjurg. Once the performance became open to
public, the loose apprenticeship, which had maeti the traditional performance
through transmitting the corporal motor sense coneg the performance, tends to be
tighten in both directions of professionalisationdaminimisation of motor learning.
Further, the governmental support to the grass-aobvities often tends to differentiate
and rank them, then reinforces the tightness oafiprenticeship.

In Sarawak and Kalimantan, the governmental supporrather limited if
compared with Japan. The governmental support dhbel done with much care,
reminding that it is the bearers themselves whoenzaftecision.

Every intended (and non-intended, to some exteathan action is acquired
through motor learning (see Blacking 1977), and wa how people construct their
bodies and kineasthesis is a very interesting asgfebuman beings to see, though it
usually takes a long time for outsiders to grasflite aspect, however, is often buried
under modern Westernized terminology and modern wéythinking. Moreover,
kinaesthesia and construction of corporality arenettimes difficult to describe in
language. With these difficulties aside, if a pabperformance can show its own
corporality through it, it can be a focus of toariand good for both bearers and tourists.

Ethnomusicologists and other scholars concerriegperforming arts are in the
nearest position to uncover the knowledge transthithrough the motor learning (both
cerebral and kinaesthetic). This should be onéhefhiggest tasks for ethnomusicology
and other disciplines concerning the performing.art



